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Nostalgia del manifesto 
nelle arti e nella societa contemporanee 


Alessandra Troncone 
Accademia di Belle Arti di Napok 


Abstract: I] presente contributo si focalizza sulle caratteristiche del manifesto in relazione alla 
ricerca contemporanea nel campo delle arti visive e si interroga sull’attualita di questo strumento. 
A partire da alcuni esempi pit recenti che riportano in auge ladozione del manifesto, l’articolo 
ripercorre alcune tappe storiche che sanciscono lo stretto rapporto tra manifesto e avanguardia 
tra la prima e la seconda parte del Novecento, per soffermarsi sulla situazione contemporanea in 
termini piu teorici, rilevando come la fine del concetto di avanguardia, l’appiattimento sul 
presente e il ripiegamento individuale possano considerarsi le principali cause della condizione 
anacronistica del manifesto al tempo d’oggi. 


Parole chiave: manifesto artistico, Avanguardie, Dadaismo, Futurismo, Neoavanguardie, arte 
contemporanea, modernita liquida 


Abstract: This paper focuses on the characteristics of the manifesto in relation to contemporary 
research in visual arts field, and it inquiries the originality of this tool nowadays. Starting from a 
few examples in recent times that brought back the use of a manifesto format, this paper recalls 
some historical landmarks that ratify the strong relationship between manifesto and Avantgarde 
in the first and second part of the 20" century. Thus, the second part focuses on the 
contemporary situation in more theoretical terms, underlining that end of the Avantgarde, 
reduction to present time and individual withdrawal can be considered as the main causes of the 
anachronistic condition of the manifesto nowadays. 


Key words: artistic manifesto, Avantgardes, Dada, Futurism, Neo-Avantgardes, contemporary 
art, liquid modernity 
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1. Introduzione 


In questi ultimi mesi in cui, a causa dell’emergenza generata dal Covid-19 e del conseguente 
blocco di quasi tutte le attivita, abbiamo visto cambiare il mondo e le nostre abitudini di vita, 
almeno due appelli che hanno preso la forma di manifesti hanno circolato guadagnandosi una 
certa visibilita nel sistema dell’arte contemporanea: quello pubblicato da Hans Ulrich Obrist, 
direttore artistico della Serpentine Gallery di Londra,’ e quello redatto da un gruppo di lavoratrici 
e lavoratori nel contesto dell’arte italiana che si é autocostituito come AWI — Art Workers Italia, 
presentandosi pubblicamente in occasione del 1 maggio. In entrambi i casi non si tratta di 
programmi che annunciano progetti artistici o curatoriali ma di proposte per affrontare la crisi 
post-Covid nel settore culturale, nel caso specifico quello delle arti visive, descrivendo una 
situazione gia problematica e avanzando possibili strategie per fronteggiarla nel breve e nel lungo 
periodo. Gli autori sono molto diversi: Obrist ¢ “il” curatore, piena incarnazione del sistema 
mainstream dell’arte contemporanea internazionale, mentre AWI si auto-descrive come “un 
gruppo informale, autonomo e apartitico [che] include tutte quelle figure che operano all’interno 
di enti e istituzioni pubbliche e private per larte contemporanea — come musei, fondazioni, 
associazioni culturali, accademie, spazi indipendenti, gallerie — e/o che svolgono una libera 
ptofessione in collaborazione con esse”.” Pur non scendendo nel dettaglio delle proposte 
avanzate da uno o dagli altri, € interessante notare in questa sede la scelta del format manifesto 
quale dichiarazione di intenti, in forma di appello pubblico. Il manifesto viene qui investito di 
quella funzione implicitamente politica che da sempre detiene, facendosi veicolo pet 
Paffermazione di una posizione precisa. Tale riformulazione porta a chiedersi: cosa ne é€ invece 
dei manifesti che gli artisti redigono allo scopo di enunciare la propria pratica e le loro 
motivazioni, teoriche ed estetiche? E possibile riscontrare simili prese di posizione nell’epoca a 
noi contemporanea, senza rischiare di scivolare in un nostalgico anacronismo? A questo 
proposito, € curioso notare come proprio Obrist si sia fatto fautore in anni recenti di una 
“riscoperta” del manifesto. Attraverso Serpentine Gallery Manifesto Marathon, evento di due giorni 


organizzato nell’ottobre del 2008 nel quale diverse professionalita nel mondo dell’arte sono state 


' L’appello di Hans Ulrich Obrist al governo inglese é stato ripreso da The Guardian il 30 marzo 2020, poi da Artribune 
il 5 aprile 2020 e infine da La Lettura, inserto culturale de I/ Corriere della Sera il 19 aprile 2020 sotto ’emblematica 
definizione de I/ manifesto. In breve, la proposta di Obrist consiste nel partite dal modello del PWPA (Public Works 
of Art Project) istituito dal Presidente degli Stati Uniti Franklin D. Roosevelt negli anni Trenta per garantire un 
sostegno agli artisti in un momento di crisi attraverso la commissione di grandi opere pubbliche. 

2 Tl manifesto é pubblicato sul sito www.artworkersitalia.it. 
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invitate a proclamare il proprio manifesto (’evento ha avuto luogo nel Padiglione della Serpentine 
Gallery disegnato da Frank Gehry che si trova non lontano dallo Speakers’ Corner di Hyde Park, 
celebre avamposto di declamazioni pubbliche), Obrist ha voluto riportare Pattenzione su un 
genere che, per quanto legato alla scrittura, racchiude da sempre una componente intimamente 
performativa. La pubblicazione prodotta l’anno seguente ha adottato la forma manifesto gia dalla 


copertina, articolata in punti che corrispondono a enunciazioni relative allo stesso manifesto: 


1. The Historic Avant-gardes of the early 20th Century and Neo-Avant-Gardes in the 1960s and 
1970s created a time of radical manifestos; 2. We now live in a time that is more atomised and has 
less cohesive artistic movements; 3. At this moment, there is a reconnection to the manifesto as a 
document of poetic and political intent; 4. This is a declaration of artistic will and new-found 
optimism; 5. New modes of publication and production are a means to distribute ideas in the form 
of texts, documents and radical pamphlets; 6. This futurological congress presents manifestos for 
the 21st Century. This book is urgent. (J. Peyton-Jones e¢ a/ 2009) 


Riconoscendo al manifesto una possibilita di esistenza nel seppur “atomizzato” mondo 
della produzione artistica contemporanea, Obrist ne sottolinea l’inevitabile legame con il concetto 
di avanguardia. Entriamo cosi nel merito di uno dei primi punti scottanti a proposito dellattualita 
di un manifesto artistico: se questo é stato strumento cruciale nelle mani delle Avanguardie del 
secolo scorso, qual é il suo compito in un contesto in cui é il concetto stesso di avanguardia a 
suonate anacronistico? Per evidenziare quindi il legame tra manifesto e avanguardia nelle arti 
visive, occorte fare un passo indietro ai primi del Novecento alla ricerca di quelle caratteristiche 
del manifesto che hanno sancito il lezame tra un preciso registro linguistico e la rivoluzione nel 


mondo delle arti. 


2. Manifesto e avanguardie 


Per lanciare un manifesto occotre: 

A.B.C. 

Irritarsi e affilare le ali per conquistare e diffondere tante piccole e grandi a,b,c, e firmare, gridare, 
bestemmiare, accomodate la prosa in forma d’ovvieta assoluta, irrefutabile, provare il proprio 
nonplusultra e sostenere che la novita rassomiglia alla vita come l’ultima apparizione di una cocotte 
prova l’esistenza di Dio. [...] Io scrivo un manifesto e non voglio nulla e tuttavia dico certe cose e 
sono per principio contro i manifesti, come del resto sono contro i principii, decilitri per misurare 
il valore morale di ogni frase. [...] Scrivo questo manifesto per dimostrare come si possano fare 
insieme le azioni piu contraddittorie in un solo fresco respiro. (Tzara 1918: 299) 


Quando nel dicembre del 1918 Tristan Tzara pubblica sulla rivista Dada il Manifesto Dada, 


la prima guerra mondiale é appena finita. Gia da due anni un gruppo di artisti si é ritrovato nella 
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Svizzera neutrale a ragionare sulla possibilita di un’arte indipendente, che per affermarsi ha 
bisogno di negare e abolire tutto cid che é€ incarnato dal precedente. Una tabula rasa che non é 
orientata alla costituzione di un nuovo ofdine, ma che al contrario fa della contraddizione e 
dell’incoerenza il proprio vessillo. 

Qualche anno prima il Futurismo italiano aveva inaugurato una prolifica sequenza di 
manifesti che, a partire dal primo firmato da Filippo Tommaso Marinetti e apparso su Le Figaro 
nel 1909, aveva esteso il campo d’azione a ogni possibile forma espressiva: dalla pittura alla 
scultura e alla ceramica, dall’architettura alla moda, dalla musica al teatro e poi al cinema.’ Pur 
alternandosi i firmatari nelle varie occasioni, la struttura si ripeteva uguale: a una pars destruens, 
fondata sul rinnegamento di tutto cid che poteva essere tacciato di “passatismo” (con riferimenti 
specifici in relazione alle diverse discipline), seguiva la pars construens, ovveto i punti da seguire per 
la costruzione dei nuovi valori. Da tutti questi testi trasudava la necessita di un cambiamento 
radicale, che operasse non solo in termini estetici, ma soprattutto a livello sociale. 

Tra gli anni Dieci e gli anni Trenta del Novecento non c’é movimento di avanguardia che 
nasca senza il proprio manifesto: Suprematismo, Costruttivismo, Raggismo, Neoplasticismo, 
Surrealismo affermano la loro esistenza tramite dichiarazioni di intenti che, pur frammentandosi 
in voci diverse e a volte in conflitto tra loro, si riscoprono unite nel coro che chiede a gran voce 
un fipensamento generale, esistenziale e sociale. L’elemento di rottura — che mette insieme le basi 
ideologiche con una prorompente forza visiva — € amplificato dalla logica del gruppo: sono gli 
artisti che si runiscono e si autodefiniscono, facendosi promotori di istanze collettive e rivolte a 
una comunita ben piu allargata dei circoli dell’arte. Nei toni enfatici tanto che nella piu asettica e 
controllata definizione da vocabolario, emerge la volonta di dettare le coordinate, e quindi in 
qualche modo programmare, il futuro che verra. 

La situazione é gia sensibilmente diversa nel contesto delle Neo-avanguardie, ovvero 
quelle tendenze artistiche affermatesi nel secondo dopoguerra che, pur nell’identificazione di una 
genealogia con le Avanguardie del primo Novecento (ormai storiche), affermano la propria 
specifica identita. Torna la forma del manifesto (un esempio su tutti € Lucio Fontana che, a 


partite dal Manifiesto blanco del 1946, si fa affiancare nella redazione dei successivi manifesti 


3 A titolo di esempio, si ricordano: U. Boccioni, C. Carra, L. Russolo, G. Balla, G. Severini, Manifesto dei pittori futuristi 
(1910); F. Balilla Pratella, Manifesto dei musicisti_futuristi (1910); FT. Marinetti, Manifesto det drammaturghi futuristi (1910); 
U. Boccioni, Manifesto tecnico della scultura futurista (1912); A. Sant’Elia, L’architettura futurista (1914); G. Balla, I/ vestito 
antineutrale (1914); KT. Marinetti, E. Settimelli, B. Corradini, I/ teatro futurista sintetico (1915); K'T. Marinetti; B. Corra, E. 
Settimelli, A. Ginna, G. Balla, R. Chiti, La cinematografia futurista (1916); R'T. Marinetti, La danza futurista (1917); F. 
Depero, I/ Futurismo e Varte pubblicitaria (1931); T. (Mazzotti) d’Albisola, RT. Marinetti, La ceramica futurista (1938). 
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spazialisti da altri artisti, critici e scrittori),* ma cominciano ad emergete voci soliste. Non c’é 
tempo pet i grandi proclami: “Non c’é nulla da dire: c’é solo da essere, c’é solo da vivere”, scrive 
Piero Manzoni sulla rivista da lui fondata Azimuth (Manzoni 1960: 46-47). In alcuni casi, sono i 
critici d’arte a prendere le redini del gioco (si pensi a Pierre Restany e la redazione, a sua cura, di 
manifesti del Nouveau Réalisme, di cui il primo pubblicato nel 1960, 0 al testo di Germano 
Celant Arte povera. Appunti per una guerriglia appatso su Flash Art nel novembre del 1967), mentre i 
toni declamatori del manifesto si stemperano man mano in scritti di natura teorico-filosofica, 
come avviene nel contesto della Conceptual Art americana.’ Il concetto di comunita si ridefinisce 
sotto la spinta del ’68, Parte si mescola inestricabilmente con la vita, é il gesto artistico nello 
spazio pubblico che assume valore immediato. Tra il 1968 e il 1970 Michelangelo Pistoletto da 
vita alle prime azioni colletttve e all’apertura del studio, costituendo un gruppo, Lo Zoo, 
composto da persone provenienti da diverse discipline artistiche (musica, letteratura, teatro, arti 
visive). Il manifesto € ancora funzionale al suo scopo implicitamente politico: con un primo 
manifesto Pistoletto annuncia lapertura del suo studio (Con questa mostra io ho liberato il mio studio, 
che si apre per accoghervi ¢ giovani che vogliono presentare il loro lavoro, fare delle cose, trovarsi, 1967), per poi 
promuovere un approccio collaborativo alla Biennale di Venezia (Con questo manifesto io invito le 
persone che lo desiderano a collaborare con me alla XXXIV Biennale di Venezia, 1968). Si apre il decennio 
degli anni Settanta che si connota per un lavoro fortemente ideologico, ancora improntato sul 
lavoro collettivo. Successivamente, il veo- lascia spazio al post-. Scrive Mariantonietta Picone 
Petrusa nel 1978: “E in realta sempre piu spesso si parla oggi di post-avanguardia”’, raccogliendo 
testimonianze di critici che si interrogano sul futuro dell’arte in un momento in cui sembra che il 
“nuovo” abbia esaurito le sue forze, e dunque il concetto stesso di avanguardia non abbia piu 
ragion d’essere (Picone Petrusa 1978: 10). Entrati ormai in pieno clima postmoderno, la gia 


annunciata fine dell’avanguardia sembra trascinare con sé la morte del manifesto. 


4 Lucio Fontana redige il Manifiesto blanco nel 1946 in Argentina. Tornato a Milano, i successivi manifesti dello 
Spazialismo lo vedono affiancato da critici e scrittori (G. Kaisserlian, B. Joppolo, M. Milani, nel 1947), poi, nel 1948, 
nel 1951 e nel 1953, da altri artisti (G. Dova, R. Crippa, E. Donati). Dei primi anni Cinquanta sono ancora a sua 
firma il Manifesto tecnico dello spazialismo (1951) e il Manifesto spaxiale per la televisione (1952). 

> Si prendano ad esempio i testi di Sol LeWitt, “Paragraphs on conceptual art”, in Artforum, New York, giugno 1967 e 
“Sentences on Conceptual Art”, in Art+Language, maggio 1969; e di Joseph Kosuth, “Art after philosophy”, in Studio 
International, London, 1969. 
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3. Il manifesto, oggi? 


Svanita la forza eversiva dell’avanguardia, e quindi la sua capacita di rottura con un 
sistema che € pronto ormai a fagocitare ogni novita, il manifesto artistico sembra aver perso il suo 
status. Ma non é€ questo lunico aspetto che identifica la posizione del manifesto cosi 
problematica nell’epoca a noi contemporanea. Almeno altri due elementi rendono la sua vita 
difficile al giorno doggi: lappiattimento sul presente e la perdita del senso di comunita. In un 
recente saggio di Giuseppe De Rita e Antonio Galdo, gli autori evidenziano in maniera lucida la 
nostra “sottomissione a un eterno presente, frantumato in un’incessante sequenza di attimi” (De 
Rita-Galdo 2018: VII). Le conseguenze sono tangibili e investono ogni aspetto della nostra vita 
ptivata e pubblica, dalla frammentazione del lavoro nella gig economy alla parcellizzazione del 
sapere via internet, dalla fretta con cui viviamo la nostra quotidianita alla “‘efficacia dell’attimo” su 
cul si gioca tutta la comunicazione, inclusa la propaganda politica. In questo contesto, il 
manifesto inteso come base programmatica su cui costruire il futuro perde inevitabilmente 
terreno, mancando di uno slancio verso il tempo che verra. Piuttosto, si frammenta in brevi 
proclami che trovano la forma del tweet o del post su Facebook, pronti ad essere dimenticati e 
superati in un riciclo giornaliero che permette di poter dire tutto e il contrario di tutto, non 
essendoci alcuna memoria storica a far da garante. La frammentazione molecolare del tempo ha 
come conseguenza immediata il ripiegamento sull’Io; riprendendo le parole di Manlio Sgalambro, 
gli autori sintetizzano: “Il passato non mi riguarda, € stato il presente di altri. Come il futuro, che 
sara il presente di altri. Il presente, invece, é mio, solo mio” (De Rita-Galdo 2018: 9). Dunque alla 
mancanza di un’assunzione di responsabilita di quanto si dichiara sul lungo termine, anche 
pubblicamente, si associa la perdita di una visione comune, quindi la necessita di costruite un 
corpo sociale. Se la dimensione collettiva e comunitaria del manifesto ne rafforzava le idee di 
partenza, oggi ci troviamo perlopiu a leggere statements individuali, di artisti e non, che pur nelle 
infinite possibilita offerte da Internet per la loro diffusione capillare, non riescono a imprimersi 
su una superficie duratura. 

Il manifesto assume cosi una connotazione quasi utopica, nel suo piu ampio senso 
politico ma anche nel suo utilizzo in ambito artistico: dichiarare le proprie intenzioni da un punto 
di vista concettuale ed estetico equivale ad uscire allo scoperto, manifestare la propria 
convinzione, immaginare un futuro e ricercare una possibile visione comune. Vuol dite quindi 


riconoscere all’arte una capacita di farsi portavoce di una visione sulla societa e sul tempo che 
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viviamo, con un occhio al passato (quello che per i Futuristi era la pars destruens) e uno sguardo al 
futuro (la pars construens). 

Tornando dunque agli esempi citati in apertura di questo contributo, si potrebbe dire che 
la crisi generale causata dal Covid-19 potrebbe aver evidenziato proprio questa necessita di 
costituire un fronte comune al cospetto di uno stato di emergenza, e non é un caso che tale spinta 
parta proprio dal settore culturale. Bisognera evitare quel fenomeno ben descritto da Zygmunt 
Bauman delle Cloakroom Community (Comunita guardaroba), ovvero quelle agegregazioni 
temporanee nate da un interesse contingente. La metafora é quella del guardaroba di un teatro, 
dove gli spettatori lasciano temporaneamente i propri soprabiti per il tempo dello spettacolo, 


recuperandoli poi alluscita: 


Le comunita guardaroba hanno bisogno di uno spettacolo che ridesti interessi simili sopiti in 
individui per altri versi diversi tra loro e quindi aggreghi tutti questi individui per un lasso di tempo 
durante il quale altri interessi — quelli che li dividono anziché unirli — vengono temporaneamente 
accantonati, sopiti o messi a tacere. (Bauman 2000: 236) 


Se il manifesto puo quindi avere un ruolo oggi, deve di nuovo fare i conti con concetti 
eas oe 5 4 2 — ’ 
rétro” quali collettivita, associazione e visione futura. Perché il manifesto artistico non € mai 
stato solo ’enunciazione di uno stile, tecnica o poetica, ma la definizione di una prospettiva che 
puo farsi concreta e riconoscibile solo nel momento di una vera condivisione (se non 


ageregazione) comunitaria. 
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La prima sezione si compone di contributi di artisti vistvi su invito della guest editor. Gli artisti Arturo 
Hernandez Alcazar, Hera Buytiktasciyan e Adrian Melis sono stati invitati nel contesto della loro 
partecipazione ad Underneath the Arches, programma di arte contemporanea che si svolge presso il 
sito atcheologico dell’Acquedotto Augusteo del Serino a Napoli, co-diretto da Chiara Pirozzi e 
Alessandra Troncone in collaborazione con l’Associazione VerginiSanita. L’invito é stato esteso ad 
Antonio Della Guardia e Francesca Grilli, artisti che lavorano con approcci diversi sulla relazione tra il 
corpo e lo spazio. 


RKB KK 


The first section consists of contributions by visual artists invited by the guest editor. The artists Arturo 
Hernandez Alcazar, Hera Buytiktascryan and Adrian Melis were invited in the framework of their 
participation in Underneath the Arches, a contemporary art program that takes place at the 
archaeological site of the Augusteo del Serino Aqueduct in Naples, co-directed by Chiara Pirozzi and 
Alessandra Troncone in collaboration with Associazione VerginiSanita. The invitation was extended to 
Antonio Della Guardia and Francesca Grilli, artists who work with different approaches on the 
relationship between body and space. 
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Manifiesto 


Arturo Hernandez Alcazar 


. * 
Mexico 


RK AK KK 


SPANISH 


Tlacuilos: hay algo en la produccidn visual contemporanea que resuena en la figura de los 
antiguos Tlacuilos; pintores de los cddices durante los primeros afios después de la caida de 


Tenochtitlan hace medio milenio. 


Los Tlacuilos eran pintores y dibujantes cuyo oficio era ampliamente conocido en la 
sociedad precolombina; con la llegada de los europeos y sobre todo de los franciscanos, estos se 


convirtieron en acelerados dibujantes de su mundo mientras desaparecia. 


Hoy, en la conciencia de la extincién masiva de la vida como la conocemos, en el 


contexto del capitalismo salvaje, engendro del proyecto colonial, quiza lo que estamos haciendo 


* Every action is erosive. With this axiom, the work of Arturo Hernandez Alcazar drifts through the remains, traces 
and registers arose by processes detonated in specific and conflictive contexts. His practice transits between 
installations, sculptures, actions, objects, drawings and diverse media. Much of his work comes from drifts, random 
encounters, precarious assemblages, multifactorial investigations, concrete actions, collections of images in which he 
finds and reveals the shape from those opposition of forces and materials. The enunciation he generates on matters 
such as circulation, the collapse of the economy and the system of solids that govern the world, often forces his 
work to be destroyed, atomized, canceled, dissolved or returned to the material / economic circulation. Arturo 
Hernandez Alcazar studied at the Escuela Nacional de Pintura Escultura y Grabado, La Esmeralda, in Mexico City 
(1996-2001). Since 1998, he has exhibited in museums, independent spaces and galleries internationally among which 
are the 5 Moscow Biennale of Contemporary Art (Moscow, Russia); 10% International Istanbul Biennial (Istanbul); 
MUAC UNAM (Mexico City); Museo Amparo (Puebla, Mexico); Museo de Arte Moderno (Mexico); Museum of 
Oaxaca MACO (Oaxaca, Mexico); Casa del Lago (Mexico City); Nixon (Mexico City); Walter & McBens Galleries, 
San Francisco Art Institute; School of the Museum of fine Arts of Boston (USA); Musée d’Art Moderne of Paris 
(Paris, France); Centro Alcobendas (Madrid, Spain); Contemporary Art; SWAB, (Barcelona, Spain); Vadehra Art 
Gallery (New Dehli, India); Gallery 400, University of Chicago; Voorlinden Museum in the Netherlands; KunstRaum 
Miinchen (2016); Kunst Berlin-Bethanien, in Germany (2016) and Museo Experimental El Eco (Mexico City, 2017). 
His project Naked Building was commissioned by the Offentlichen Raum NO (public art office in Austria) in 2016. 
He is also collaborating with Gato Negro Ediciones and organizing G. Sala Antena, both based in Mexico City. He 
has been part of the SNCA (Sistema Nacional de Creadores de Arte) FONCA since 2019. 
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es registrar este modelo-mundo mientras se viene abajo, mientras es destruido, mientras 


desapatece. 
De las gtietas emanan tantos ruidos raros. Ya no hay imagen reconocible. 


Se despliegan sintaxis torcidas que componen palabras extrafias. Configuraciones 
impronunciables a partir de los escombros de eso que ya cay y de eso que esta cayendo. Futuro 


permanente, acumulaciones de materiales deformes. 


Acudimos a levantar escombro, formar pequefios montecitos de arena, de piedras y de 
otros fragmentos con los que formamos sonidos, ruidos, palabras nuevas hechas dela mezcla de 


sonidos viejos y nuevos pata nombrar lo que apenas esta por surgir. 


Haran falta toneladas de imaginacion radical para configurarnos en el caos. No son neo- 


logismos pero 4-logismos lo que hablamos. 


Establecer perennemente y mitificar en espirales el orden mundial, no es mas que la terca 


necesidad de dominar para explotar. 


La configuracién actual nos mantiene en un estado deseoso, pero nunca saciado; un deseo 
hueco, seco y opaco desde el interior del edificio: atrapados en la representaci6n del mundo 


deseando el mundo. 


Esto es el resultado del acelerado proceso de acaparamiento y dominio del mundo, 


comenzado hace poco mas de medio milenio. 
Esta vez no es una cultura dominante sino sus escombros que llueven; esta vez no es 
broma, es bruma. Es la fuerza ciclica que intenta desesperadamente erradicar el mal. No hay 


imagen que pueda definirse. Solo hay ruido y vibracion. 


Hablemos raro, que los defensores del orden absoluto no comprendan nuestra lengua. 
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No crezcamos hacia arriba, enterrémonos en tuneles, Perséfone, Nahual, Mictlantehcutli, 


hongo, maleza, bacteria. 
No destruyamos al autor sino a quien le adjudicé la voz unica y el relato. 


Reunamonos alrededor del fuego pata construir un relato de muchas partes que se 


reordenan y se vuelven a ordenar. Que se consume mientras es dicho. 


Hagamos composta con los restos del lenguaje. Sembremos semillas raras, cultivemos 


ruidos extrafios, cosechemos lenguas aun o vivas. 
ENGLISH 


Tlacuilos: there is something in contemporary visual production that resonates with the figure of 
the ancient Tlacuilos, codex painters who lived during the first years after the fall of Tenochtitlan, 
half a millennium ago. The Tlacuilos were painters and draftsmen whose trade was widely known 
in pre-Columbian society. With the arrival of the Europeans — and especially the Franciscans — 


they became accelerated draftsmen of their world while it was disappearing. 


Today, in the consciousness of the mass extinction of life as we know it, the context of 
wild capitalism is completely falling apart. Perhaps what we are doing is recording this mode 


while it falls apart, while it disappears. 


Strange noises emanate from the cracks. There’s no recognizable image anymote. 
Crooked syntaxes are displayed and they make up strange words. Unpronounceable 
configurations from the rubble of what has already fallen and what is falling. Permanent future, 


accumulations of deformed materials. 


We raised debris to form small mounds of sand, stones and other fragments with which 


we shaped sounds, noises, new words made with old sounds, to name what is about to emerge. 





Arturo Hernandez Alcazar 





Manifesto 





(Wye Cw abu July-December 2020 20 


Intenations soured of Comparstive Lecture and Arte. Vol. VI, Issue 2 


ISSN: 2284-3310 


To establish perennially and to mitigate with spirals the world order is not more than the 
stubborn need to dominate in order to exploit the resources. The current configuration keeps us 
in a state of desire but never satiated. A desire that is hollow, dry and opaque from inside the 
building: trapped in the representation of the desiring world. 

This is the result of the accelerated process of hoarding and domination that began more 
than half a millennium ago in these lands, and today its remains are falling upon us. It is the 
cyclical force that is desperately trying to eradicate evil. 

Immense amount of radical imagination is going to be required in order to configure 
ourselves into the chaos. We are not talking about a neo-logism but an a-logism. Let’s be alien to 


those who defend the absolute order, let’s talk strange. 


Let’s not grow up, let’s bury ourselves in tunnels, Persephone, Nahual, Mictlantehcutli, 


fungus, weeds, bacteria. 
Let’s not destroy the author but the one who gave him the unique voice and the story. 
Let’s gather the fire to build a story of many parts being rearranged and rearranged. 
Let’s not fix the story but the meeting around the fire. 
Let’s make compost with those remnants of language. 


Let’s sow rare seeds, cultivate rare noises, harvest tongues still or alive. 
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Historia general de las cosas de Nueva Espatia (Cédice Florentino). Libro I. 
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Gold mine in Carrizalillo, Guerrero. Image from the web. 
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IUAN MACHTIUAZKEH MOPTLETUAN INOKA 
NEMIZKEH 
V hacer saber a sus hijos mientras vivean 


UEL KENIN YOKO 


| Cudn buna ha sido 
| KIN AXKAN T TLALNANTZIN | 


ANAUAK 


Hasta ahora nuestra amada madre tierra Anahuac 
| IN TLANEKILIZ IUAN i a 
TONETOLTILIZTLI 
__ Al amparo y proteccién d de nuestro destino 


"IWAN ZANYE MOPAMPA TOKEN MAUILIZ 
IUAN TOKEN POPOLIZ 




















LA TRADICION ORAL ATRIRLYE A frcTF FOEMA COMO 
. une —T TLANTOR AN (CONSEIO DE COBO) 
DESY OLTIMO ACTO DE GOR, 


ee 2 DE AGOSTO eee ee 
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Commemorative public sign in Mexico City Centre. Image from the web. 
Oral tradition attributes this poem to the last speech of the Tlalokan (old Mexico-Tenochtitlan government) pronounced by 
Cuauhtémoc (last Tlatoaini of the city) on 20% of August 1521. 
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Seftor Naual, mujieco recortado de papel 
amate (San Pablito). 


Sefior Nahual. Cutted-out puppet in amate paper ftom San Pablito. 
Image taken from Cédices mexicanos IV, Calendarios y pronésticos, Fondo de Cultura Economica, México, 1994. 
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Tepeyolotl (Hearth of the mountain, Azteca culture), INAH, México. 
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At the time of decay, modernity is our antiquity! 


Hera Biiyiiktasctyan 
Turkey 


RK AK KK 


We live with its ruins, which we incorporate into our present. Unlike the thinkers of the last fin de siecle, we 
neither mourn nor celebrate the end of history or the end of art. We have to chart a new road between unending 
development and nostalgia, find an alternative logic for the contradictions of contemporary culture. Instead of fast- 
changing prepositions — “post”, “anti”, “neo”, “trans”, and “sub” — that suggest an implacable movement 
forward, against, or beyond, I propose to go off: “off” as in “off the path,” or way off, off-Broadway, off-brand, off 
the wall, and occasionally off-color. “Off-modern” is a detour into the unexplored potentials of the modern project. 
It recovers unforeseen pasts and ventures into the side alleys of modern history, at the margins of error of major 
philosophical, economic, and technological narratives of modernization and progress. It opens into the modernity of 


“what if,” and not only postindustrial modernization as it was.* 


Then, what if one becomes a ruin herself, through the constant mise en abymes that 
weaves the repetitions of history over its current reflection within the present flow of time? How 


does one untie the general order of a never ending apocalypse? 


Our celestial and terrestrial selves have already been long lost and rarely found. Like an 
old tired ache, that plays guessing games on the paths of our sight in the foggy backwaters of the 


mind. What remains with us is just an empty shell... 


“Hera Buyuktasctyan has a multidisciplinary practice where she mostly focuses on the notion of invisibility, in order 
to compose a bridge between identity, memory, space & time through forgotten aspects of history. She works as a 
storyteller, integrating metaphors from local myths, historic and iconographic elements of different geographies to 
open up new narrative scopes. Her works dives into the terrestrial imagination by unearthing patterns of selected 
narratives and timelines that unfolds the material memory of unstable spaces. Biyiktasctyan participated in several 
local and international exhibitions such as Lahore Biennial (2020), Singapore Biennial (2019), Toronto Biennial 
(2019), Gigantisme, FRAC (2019); Neither on the Ground, nor in the Sky, ifa Galerie Berlin (2019); From There We Came Out 
and Saw the Stars, Underneath the Arches, Napoli (2018); Dhaka Art Summit (2018); Write Injuries on Sand and Kindness 
in Marble, Green Art Gallery, Dubai, UAE (2017); EVA International Ireland’s Biennale (2016); 14 Istanbul Biennial 
(2015); Armenity, Armenian Pavillion, 56 Venice Biennale (2015); A Century of Centuries, SALT Beyoglu, Turkey 
(2015); The Jerusalem Show (2014). 
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Necropolitics — where the means of power or petrified minds feel comfort in the stability 
of death / or the inexistent ones rather than facing and coexisting with the living or the 
remnants. The constant repetition of history and its turbulent nature does not allow the 
production of space or the possibility of building the architecture of the collective oeuvre that 
could enable the production of a threshold for detectability that could reconstruct the 


representation of the past within the future image. 


We might be living on the edge of an era when the accepted cultural myths of late capitalism and of technological or 
digital progress no longer work for us. We are right on the cusp of a paradigm shift, and to anticipate it we have to 
expand our field of vision. The logic of edginess is opposed to that of the seamless appropriation of popular culture 
or the synchronicity of computer memory. This is a logic that exposes wounds, cuts, scars, ruins, the afterimage of 
touch. The edginess resists incorporation and doesn’t allow for a romance of convenience. Clarification: the off- 
moderns are edgy, not marginal. They don’t wallow in the self-pity or resentment that comes with marginalization, 


even when some of this is justified.* 


On the other hand, decay is also a building process through subtraction of matter in any 
form. Matter is corpse like that moves between all boundaries, across the terrain. 
Deconstruction and rebuilding — two words that would enable the petrified and breathless 


social structures to be activated. As well becoming the seed of a new narrative. 


In between all this chaos, art is the one who becomes the constant deconstructor — 
decipherer — reconstructor and recreator amongst all conflict. It creates thresholds between 


awakening and an everlasting deep sleep. 


Art and artists become the sustenance at times of upheaval as a canopy to find refuge. Yet 
what if both did not exist? How would the invisible manifest itself again? How the muted would 


find the possibility of a new language ? 


At such times where the edges of truth becomes more sharpened, art becomes the 
instrument that enables the “production of space”. Not only physical but mainly mental and 
virtual space that allows a sense of coexistence. The image or the form created, becomes a 


resistance towards death and disappearance. 
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Art is the constructor of an unlimited recollection that derives from accumulation of 


spolia lives built over and over through ages, gathering lost particles of time. 


At this point, how do we artists detect loss and how we transmit it? We assemble a great 
amount of rumble from the remnant frequencies out of our own encounter with the flow of life 
and time itself. A matter of carving out or a constant act of digging that enables several layers of 
the imaginary rising from the depths of the terrestrial... with the ongoing currents as well as the 


construction of the future. 


In this sense the off-modern is not posthistorical; it constantly engages with unexplored contexts, the politics of 
specific places, and inconvenient histories and histories of what if: It requires unconventional archeology that traces 


skeletons in closets, nostalgic bones and phantom limbs.* 


Some thoughts for a society who is often afraid of its own shadow or its ghosts, or the 


other in general that will keep coming to the surface yet will be suppressed again. 


Learn to ask simple questions on life, spaces and do not hesitate to start talking to the 
walls as they would tell you more about yourself rather than the memorized mass information. 
Let the stones or anything that seems petrified in time be vocalized... even your hidden thoughts 
and emotions. 

Try to see others as the walls and all matter sees you. Observe and learn. 

That’s what we artists do: observe and yet try to extract a fragment of our own selves 


from what we see. 


Let books become your virtual space and read the echoes of unknown minds. Read a lot 
of poetry. If you know the flavor of the word, then you know your own self. As if you are 
unearthing a living organism that has remained invisible for a long time. It will enable a union 
and separation all together that may also become the ultimate method of building up your own 
inner cathedral whose foundations are deeply rooted (unshakable ) yet also elevated... away from 


the weight of the corporeal matter. 
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Learn from nature, what the celestial and terrestrial bodies tell and what the ground 
underneath remembers. 
This is what we do: speaking to the nonexistent, seeing the invisible, hearing the silent 


and manifesting all these complex existential ideas through images that speak. 


Understand the idea of Interiority: a continuation of the physical that flows towards the 


linear path of the self and the imaginary. 


Understanding interiority means, touching the essence of matter and time that enables us 
to grasp our own status and representation within the ruptures of time. 

One does not need to be an artist to understand the essence of existence but rather gain 
ways of seeing through art to remember the forgotten... to deconstruct and then recreate; to 
understand and accept decay but enable growth within. After all what would remain is our own 
traces and the rest will turn into dust... speaking of dust out of which we come and to which we 


shall return. 


Istanbul 2020° 


* All quotes are taken from: BOYM Svetlana (2017), The Off-Modern, New York: Bloomsbury USA Academic. 
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Una reflexién sobre los manifiestos 


Adrian Melis 
Cuba’ 


KK KK 


Cuando eres joven, todos actuamos, a veces, inconscientes de ser agentes de cambio; cambiar el 
mundo, cambiar la sociedad 0 cambiar todo lo que tenga que ser cambiado. Te sientes enérgico y 
con ganas de “un mundo mejor es posible” y tu tienes el deber de aportar algo a ese cambio. 
Ahora bien, esta idea parece sacada de un catalogo de Greenpeace, aleun anuncio publicitario de 
consumo o una sucursal bancaria. En mi caso, un ciudadano cubano, nacido en los afios 80 en 
plena decadencia social y extincidn de las relaciones entre Cuba y la ex Union Soviética tiene 
otras connotaciones. La generacion de mis padres crecid y se form6 con la Revolucion cubana, la 
mia, en cambio, crecid en plena crisis econdmica y cayd en el desapego, inmovilismo e 
indiferencia hacia la estructura sociopolitica que gobierna. Curiosamente la idea de “cambiar todo 
lo que tenga que ser cambiado” es una cuota proveniente del concepto de “revolucién” mal 
interpretada y repetida hasta el infinito por el gobierno comunista de Cuba. Para mi generacion, 
ya no se trataba de “cambiar el mundo”, sino de crecer y tratar de sobrevivir desde el lado de la 
resistencia, pero pretendiendo que todavia nos importa ese otro lado y donde todos jugamos a 
construir un sistema en decadencia pero que tiene que dar la impresi6n de que funciona. Fue un 
acuerdo involuntario entre los gobernantes y los gobernados. Cinismo puro y duro desde ambos 


lados. 


* Adrian Melis graduated from the University of Art in Havana, Cuba. He is a former resident at the Rijksakademie 
of Amsterdam (2014/2015). Selected solo shows include: 2768. 23,53. 8. 1958. 57%. 1000, Poti Art Museum (2020), 
Selective Memory, Adn Galeria, Barcelona (2018); Absolute silence does not exist, Fundacién Cerezales, Leon (2018); Surplus 
Production Line, Adn Galeria, Barcelona (2015); STOCK, MAS — Museum of Modern Art, Santander (2013); New 
Production Structures, Adn Galeria, Barcelona (2012) which received the GAC Award for Best Exhibition in a Private 
Gallery in Barcelona; The Value of Absence, Kunsthalle Basel (2013). Selected group shows: Affer Leaving | Before 
Arriving, 12% Kaunas Biennale (2019); Hors Pistes, Centre Pompidou, Paris (2015); Bread and Roses, Museum of 
Modern Art of Warsaw (2015); Atopolis, Manége de Sury and WIELS Contemporary Art Centre, Mons (2014); How 
To Work, Kunsthalle Basel (2012); FGAP, Pinchuk Art Center, Kiev (2014); Untitled (Two Takes on Crisis), de Appel 
Arts Centre, Amsterdam (2016); Artlab, Queens Museum of Art, New York (2014); 10th Shanghai Biennale, 
Shanghai (2014). His works are in private and public collections, including: MAS — Museo de Arte Moderno y 
Contemporaneo de Santander y Cantabria (Spain), MACBA - Museu d'Art Contemporani de Barcelona (Spain), 
Collection Alain Servais (Belgium), Collection Lemaitre (France), Collection A. de Galbert (France), Collection 
Teixeiras da Freitas (Portugal). 
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Cuando era estudiante de arte en la Universidad de las Artes en Cuba sucedié algo que 
marcaria mi forma de ver el arte. Aleunos profesores me hablaban de producir obras, producir 
muchas obras, si, muchas para tener éxito. Sentado un dia en el patio de mi casa, y con esa 
exigencia a mis espaldas como joven artista pensé: ¢Qué puedo producir en un contexto social 
donde a nadie le importa producir nada? También pensé: ¢Quizas el arte sea una via efectiva para 
construir un mundo paralelo en el que habitar mentalmente y en donde todos aqui somos 
productivos? Realmente no estaba inventando nada nuevo, sino que me estaba dando cuenta que 
mi modo de entender el arte era la misma conclusidn a la que habia llegado toda la sociedad 


cubana, mayormente la de mi generacion. 


Como joven artista en ese momento me sentia inspirado, tenia ganas de escribir un 
manifiesto, uno que partiese de mi vision personal sobre mi realidad, por primera vez me daba 
cuenta de que podia crear mi propia idea romantica del socialismo y su “cambio” No es que me 
haya dado por vencido, pero la realidad superaria cualquier interpretacion y conclusién a la que 
pudiese llegar. El arte tiene ese poder de llevarte hacia mundos paralelos, pero nosotros los 
cubanos ya viviamos en un mundo de fantasias convencidos (o no) de que todo seguiria 
funcionando desde la apariencia. Resulta curioso que cuando pienso en la palabra “manifiesto” 
no me vienen a la mente los manifiestos de las vanguardias del siglo XX, el unico manifiesto que 
me salta es el manifiesto comunista de Karl Marx. Un manifiesto de referencia que hojeé 
reiteradas veces para entender el porqué de muchas cosas que pasaban a mi alrededor. Era 
precisamente la base tedrica mal aplicada de lo que estaba viviendo la sociedad cubana. Cuando 
haces un repaso de los manifiestos en el arte del siglo XX, todos trajeron consigo ideas de 
ruptura, planteamientos nuevos, dictamenes artisticos y un statement firme con ganas de “cambiar 
y cuestionarse el arte del presente”. Esto era para mi la idea clave de todo “manifiesto”; pero 
todo se me mezclaria con una realidad social totalmente absurda. Vengo de una sociedad en la 
que su gobierno utiliza la palabra “cambio” dentro de la Revolucién precisamente para no 
cambiar nada. Hoy en dia si te planteas un manifiesto en Cuba, simplemente vas preso. Porque el 
unico manifiesto posible o aceptado por el gobierno es el de Marx. E/ socialismo_y el hombre en Cuba, 
un ensayo de Che Guevara, es un manifiesto. Pero como manifiesto al fin, todo funcionaba en la 
teoria y no en la practica. El exceso de fantasia por el “bien comun” nos llevaria a despegarnos de 
la realidad ain mas y seguir el camino de las utopias. Mi idea sobre los “manifiestos” esta 


demasiado politizada quizas. Si quisiera escribir un manifiesto podria plantearme que, en vez de 
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inventarme uno nuevo, podria utilizar el de Marx e intentar llevarlo al arte. O visto desde un 
punto de vista mas romantico podia dictar que el arte es la unica herramienta posible para 
convertir la ineficiencia e inutilidad del sistema comunista cubano en algo productivo, util, que 
generase beneficios reales. Un manifiesto util? gA quién le funcionaria mi manifiesto? Solo a 
mi? ¢Seria un manifiesto clandestino? o al ser un manifiesto dentro del mundo del arte quizas el 


gobierno no se lo toma en serio. ¢Seria un manifiesto artistico o uno social, o ambos? 


La sociedad cubana esta demasiado politizada, es dificil desligar el arte de lo social y 
politico. Cuando pienso en manifiestos me genera inquietud e incomodidad, quizas por asociar el 
concepto de manifiesto a algo propio de la Revolucion Cubana. Cuando escucho la palabra 
“manifiesto” no puedo evitar sentitme un poco atacado, como una sensacidn de que me estan 
dictando una forma de hacer o ver el mundo de un modo muy estrecho y menos organico. No 
me gusta esa sensacion ya que me recuerda a los tiempos de crisis de los afios 90 en la Habana, 
donde los maestros de las escuelas te repetian reiteradamente cuotas del Che, Fidel y Marx. 
éQuizas tendria que pensar en un Anti-Manifesto? ¢Seria el antimanifiesto también un manifiesto? 
Es probable que estemos hablando de un concepto propio del siglo pasado, arcaico y 
desactualizado que no combina con los tiempos actuales. Un concepto proveniente del lado mas 
dictatorial de esta sociedad. Entonces, es el “manifiesto” algo productivo u otro intento mas de 
invitacion a otro mundo de fantasias. Si realmente no sirve para nada mas que pata generar 
planteamientos tedricos que luego fracasan en la sociedad, ¢podria decir que un “manifiesto” es la 


base de un sistema del pensamiento impuesto? 
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Riflessione per un manifesto di evasione visiva 


Antonio Della Guardia 
Italia’ 


RK AK KK 


Mark Fisher scrive “nessun oggetto culturale conserva la propria potenza se non ci sono piu 
. . fi 
nuovi sguardi a osservarlo”. 

Questa ciclica visione, se gia in precedenza iniziava a sbiadire, adesso sembra del tutto 


offuscata. 


Larrivo improvviso di una pandemia planetaria ha costretto Pumano a confinarsi, 
decretando la trasformazione delle sue strutture percettive le quali, mai pit di adesso, sembrano 
arenarsi in una dimensione pixellata della realta. Gli interstiziali momenti liberi del nostro tempo 
si sono fusi con i continui ritmi del lavoro, portando a una quotidianita massicciamente 
digitalizzata, da invadere Vultimo lembo incontaminato del nostro spazio privato. La realta 
tecnologica sembra sia diventata Punica fonte di esistenza possibile, e 1 continui flussi di 
connessione, non avendo mai raggiunto dei picchi cosi elevati, hanno reso i sistemi percettivi 
talmente saturi da essere intorpiditi. 

L’ex amministratore delegato di Google, Eric Schmidt, dichiarava gia alla fine degli anni 
Novanta che lobbiettivo delle grandi aziende del pianeta doveva essere quella di conquistare il 


a é i 2 er “a age 2 _ Sat i 
controllo di quanti piu “bulbi oculari” possibili.© Sembrava una frase impossibile da avverarsi, 


“La ricerca di Antonio Della Guardia si focalizza sull’analisi dei meccanismi di potere insiti nelle dinamiche 
avorative e sociali e nelle gerarchie che influenzano le condizioni personali di vita dell’essere umano. Tra le sue 
mostte personali: La /uce dell’inchiostro ottenebra, Galleria Tiziana Di Caro, Napoli, 2018; Index Studioconcreto, Lecce, 
2018. Tra le sue mostre collettive: La metafora dellarciere, Galleria Tiziana Di Caro, Napoli, 2020; Krzart a cura di 
Nomas Foundation, videogallery MAXXI, Roma, 2019; The Corrosion of Character (L’uomo flessibile), a cura di 
Alessandra Troncone e Kateryna Filyuk, Izolyatsia Platform for Cultural Initiatives, Kiev, 2019; Mind the gap, a cura di 
Emanuele Riccomi, Associazione Barriera, Torino, 2018; Samoupravna interesna zajednica u galeriji waldinger, a cura di 
Nemanja Cvijanovic, Galleria Wladinger, Osijek, 2018; Dzsto, nostalgia del futuro, a cara di Antonello Tolve, La Caja, 
Caracas, 2017; Sensibile comune, le opere vive, a cura di Ilaria Bussoni, Nicolas Martino e Cesare Pietroiusti, Galleria 
Nazionale d’Arte Moderna e Contemporanea, Roma, 2017. Nel 2016 é in residenza presso la Fondazione Antonio 
Ratti di Como. 





FISHER, Mark (2018), Realismo capitalista, Roma: NERO Editions, pp. 29-30. 
2 Eric Schmidt cit. in CRARY, Jonathan (2015), 24/7, Torino: Einaudi, p. 79. 
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eppure si € compiuta talmente alla perfezione che le aziende hanno esercitato cosi bene le loro 
intenzioni al punto da influenzare in maniera capillare e neuropervasiva la nostra attenzione. La 
concentrazione é€ stata derubata, per di pit manipolata nel profondo, e ahimeé ad essere 
incentivata € stata la sedentarieta e la dicotomia tra mente e corpo. Una scissione 
impercettibilmente perfetta di svuotamento dell’essere, in cui la sua ticongtunzione sembra un 
orizzonte lontano. Il campo della visione, in un momento in cui la cronologia del quotidiano si é 
del tutto livellata, appare come il nuovo terreno fertile su cui puntare. L’economia 


dell’iperconnessione, a quanto pare, sembra gia stabilire la sua vincita sul futuro. 
A questo punto la domanda sorge spontanea: cosa fare? 


Non lo so e credo sia estremamente complicato trovare una risposta, ma la certezza che ci 
sia una soluzione sta nella caparbieta della sua ricerca. Come diceva Gilles Deleuze “non é il caso 
né di piangere né di sperare, si tratta piuttosto di cercare nuove armi”,’ per questo, ora pit: che 
mai, urge la necessita di una riflessione per un manifesto, se non perfino di un diritto, di evasione 
visiva. Un processo di emancipazione da un asservimento tecnologico, che abbia una profonda 
consapevolezza di lotta per una valorizzazione dello sguardo a tal punto da sancire l’inizio di una 
temporalita nuova alP’interno di una temporalita predominante. 

C’é da chiarire fin da subito che la struttura di un tale pensiero non € volta ad uno sterile 
attacco contro la tecnologia e ad un possibile ritorno di un paradiso primitivista, ma piuttosto a 
una possibile alternativa di riattivazione del campo visivo. Una ricalibrazione dello sguardo, che 
consente di scoprire delle nuove logiche di pensiero finalizzate a delle prospettive personali 
diverse, forse migliori. 

Formulare delle variabili che possano sancire un cambiamento dei rapporti di 
sottomissione, innervando la visione a riacquisite la sua coscienza critica. Adoperarsi per arare un 
po’ alla volta un percorso calibrato di dissenso, per dirla alla Jacques Ranciére, che porta la visione 
a mettere in discussione le sue stesse modalita percettive, fino a scardinare gli incessanti ritmi 
della digitalizzazione. Un procedimento di auto convalescenza, mirato a recuperare la propria 


attenzione perduta, in quanto proprio quest’ultima é capace di mettere insieme pensiero e 


3 DELEUZE, Gilles (1990), “La societa del controllo”, L ‘autre journal, n. 1, maggio: online. 
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volonta. Due armi personali fondamentali, per portare l’attenzione a rianimare la sua funzione di 
distinzione sul mondo. 

Tali formulazioni di riconoscimento della visione, finalizzate ad un rapporto con la 
natura, con gli altri e in particolar modo con il nostro stesso corpo, non sono altro che piccole 
gocce, rfispetto ad una concepibile fase di cambiamento oceanico. Ma ¢’é di fatto pero, che 
volgere il pensiero a delle formule di risemantizzazione della visione, significa avviare una vera e 


propria pratica di evasione visiva. 
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Language is a virus 


Francesca Grilli 
Italia’ 


KK KK 


Cara Alessandra, 

accogliendo il tuo invito a partecipare al prossimo numero di “Mise en 
Abyme” dedicato al manifesto artistico, vorrei contribuire con i 4 
manifesti realizzati per il progetto Language is a virus, 2020, presso 
l'Istituto Italiano di Cultura di Stoccolma, curato da Adriana Rispoli. Le 
immagini sono courtesy Galleria Umberto Di Marino, Napoli. 

I manifesti sono la composizione delle impronte dell] lin di una mano e 
alcune domande, tratte dalla mia ultima performance Sparks, in 
collaborazione con la poetessa Azzurra D'Agostino. In scena vi erano 
piccoli oracoli bambini che leggendo la mano agli adulti, chiudevano la 
performance lasciandoli con una domanda, a cui non davano una risposta. 

Ho pensato a un contributo visivo che racchiude una componente testuale, 
che, pit’ che declamare linee d'azione programmatiche come in passato hanno 
fatto i manifesti artistici, lascia il campo anche a una presa di posizione 
e consapevolezza da parte di chi legge. 

Ad oggi, un manifesto che inquadri l'attuale situazione artistica, per me 
puo essere soltanto una domanda che ci poniamo ma che ci lascia senza una 
risposta certa. Rimane una questione aperta il manifesto ci da lo spazio 
per interrogarci. 
































a presto, 
Francesca 


“ Francesca Grilli is an Italian artist currently based in Brussels. Her research vibrates in two fields: visual art and 
performing art. She uses a multidisciplinary language where the performance flows between visual art venues and 
performing art festivals, with a special attention to sound in all its forms and registers. Grilli has developed several 
projects around the concept of the resistant body. In the earlier performative projects the body was engaged as a 
reflection of the resistance to life, to time, to decline, in spite of everything and for everything. In these last works, 
the resistant body gives in to or struggles against the concept of being consumed. Present in every artwork is in fact a 
disappearance, which is the result of an action contained in the work itself. Her work has been exhibited in many 
internationals venues such as Kaunas Biennal (2019), Palais De Tokyo (2017), Van Abbemuseum in Eindhoven 
(2015-2017), MAXXI Museum in Rome (2016), viceversa - Italian Pavillon at 55 Biennale di Venezia (2013), 
MADRE Museo d'arte contemporanea Donnaregina in Naples (2012), Serpentine Gallery, London (2010) and 
Manifesta7 in Bolzano (2008). She has also participated in numerous Performative Venues including: Buda / Kortrijk 
(2021), SAAL Biennal (2019), Balticcircle (2019), Santarcangelo Festival (2017- 2019), Kunsthalle Osnabrueck, 
Germany (2017), Serralves Foundation, PT (2017), Homo Novus Festival in Riga (2016), Drodesera Festival 
(2006/2017), Romaeuropa Festival (2011), Rencontres chorégraphiques in Paris (2010). Francesca Grilli was an 
Associated Artist of Santarcangelo Festival 2017-2019. 
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trisrnationa! Juorral af Comysaretive Liters ond Acts 


La seconda sezione si compone di contributi di artisti (arti visive, fotografia, teatro, danza, letteratura) 
selezionati e invitati dopo la call for artists internazionale da parte del comitato editoriale della rivista 
Mise en Abyme e di un panel accademico specializzato. Gli artisti invitati tra gli oltre 80 partecipanti 
sono: Joséphine A. Garibaldi e Paul Zmolek; Tzarini Meyler; Cristian Izzo; Emma Varker e Bitch 
Collective; Abraham Benson-Goldberg; Joshua Sailo; Ismaele Rossi; Heidi Seibt e C. P. Seibt; Sinéad 
Brady, Caroline Galvis e Katie O’Byrne; Helge H. Paulsen; Lyudmyla Honcharova ed Ela Castillo; 
Valentina Temussi, Sanna Toivanen e Oscar Valsecchi. 


RKB KK 


The second section consists of contributions by artists — visual arts, photography, theatre, dance, 
literature — selected and invited after the international call for artists by Mzse en Abyme editorial board 
and a specialized academic panel. The invited artists among more than 80 applicants are: Joséphine A. 
Garibaldi and Paul Zmolek; Tzarini Meyler; Cristian Izzo; Emma Varker and the Bitch Collective; 
Abraham Benson-Goldberg; Joshua Sailo; Ismaele Rossi; Heidi Seibt and C. P. Seibt; Sinéad Brady, 
Caroline Galvis and Katie O’Byrne; Helge H. Paulsen; Lyudmyla Honcharova and Ela Castillo; 
Valentina Temussi, Sanna Toivanen and Oscar Valsecchi. 
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The Work of Art: A Manifesto 


Joséphine A. Garibaldi | Paul Zmolek 
Artistic Directors, Callous Physical Theatre, USA 


RKB ARK 


Artists work. 


This is the work: 

Create problems. Solve them. 

Impose limitations. Limitations overcome inertia. 

Play with chance. Aleatoric methods reveal connections. 
Don’t worry about it. All is arbitrary and nothing is arbitrary. 
The work makes use of what is there. 

Go where the work takes you. 


The work is of Place. 

If it is out of Place, it is no longer the work. 

Nittexoele(smcomsiner-ielesen 

Let the work be in the Place it is. 

Attempts to create work of Place out of Place results in a derivation without roots or fecundity. 


The work is of Time. 

If it is out of Time, it is no longer the work. 

Nitbecoslelomnomrocslsose ling 

Let the work be of the Time it is. 

Attempts to create immortal, unchanging works is a foolish monument to one’s ego that results 
in work that has no life. 


: Making work together as Callous Physical Theatre, Joséphine A. Garibaldi and Paul Zmolek are guided by the 
slogan, “We go where the work takes us”. Dedicated to fostering collaborations across communities and disciplines 
through a dialogic practice of art-making, research and pedagogy, CPT is a collaborative, project-based endeavor. 
From environmental and performance installations, movement and text based visual poetry, Garibaldi and Zmolek 
have devised original performance, installation and digital works nationally and internationally together for three 
decades. Their work has been supported by grants and awards from the Fulbright organization and foundations 
based in Australia, Latvia, Finland, Portugal, Italy, and across the United States. Garibaldi is on faculty at Florida 
State University School of Dance; Zmolek teaches at an autism-inclusive academy for the arts. 

Conaces http://callousphysicaltheatre.weebly.com/ 
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The work is trans- disciplinary. 
The work is dialogical. 

The work is polyvocal. 

The work rejects definition. 
The work questions. 

The work responds. 

The work compels. 


Working the work reveals content: in and through, between and around, sub- and meta-. 
The work is more than the object or the event or the process or the product. 

The wotk is what the work needs to be. 

The work is what it is, not what we want it to be. 

The work has its own logic, do what is required of it. 

The work does not setve us, we setve the work. 

Work as commodity is alienated work. Selling the work is not the work. 


| DYoyetbasloate-lntosnWosmnn elem vicosa esis ololmualeiny corde 


Reject the divine auteur. Collaboration is essential to the work. 
Collaboration is not a given. Collaboration is work. 


The work determines the terms of its sharing. 
The work is mine, but it does not belong to me. 
The work is ours, but it does not belong to us. 
The work is individuals in community. 

The work is community in individuals. 
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LipZinc’s Manifesto 
for a Theatrical Revolution 


Tarini Meyler 
Antistic Director at LipZine Theatre, Ireland 


RKB RK 


Picture this: I am sitting in a dark auditorium. Awaiting what is sure to be the same story again. 
And sure enough, there he is, yet another actor dressed in black performing a one man show. As 
I drift in and out of consciousness, I ask myself: Where has all the excitement gone? My senses 
should awaken, not switch off. No matter how good his acting is, I cannot help but feel 
boredom. I have seen it all before. I look around at my fellow audience members. All, on 
appearance, elderly and upper-class apart from the odd actor who attends every show without 
fail, to “network”. No wonder everyone says it’s only for ‘posh people’. A strong sensation came 


over me: something is missing. 


And this sensation grew into a need to make work that is both truthful to the artist and 
absolutely vital to the audience. I wanted theatre to be full of life with real people on stage — 
characters we do not often see explored. All races, genders and economic backgrounds. I wanted 
them in my audience too. So that my theatre reflects life, which is never only one thing — I vowed 


my shows would find the sadness in beauty, and the joy in disorder. And so, LipZinc Theatre was 


*Tzarini Meyler is a playwright, performer and director. Raised in West Cork, she moved to Dublin for her degree in 
English and Drama at UCD where she became an active member of Dramsoc. She then trained at the Institute of 
the Arts Barcelona under Kate Firth, Aiden Condron, Drew Mulligan and Armando Rotondi. Writing/Directing 
credits include: Hamlet, UCD Astra Hall; Venus by Candlelight, El Gin Tub, Barcelona; Corn Flake Girl, Institute of the 
Arts Barcelona; A Hero of Our Time, Institute of the Arts Barcelona; Dolly, Edinburgh Fringe; Mad Cats and Divas, 
Galway Fringe; Sugar Mice, Scene and Heard; Daddy was a Boogie Man, Galway Fringe. 

LipZinc Theatre Company was conceived through a need to make work that is truthful to the artist and vital to the 
audience. ‘Lip’ meaning the opening of the mouth, where words and feelings escape and let loose; ‘Zinc’ meaning the 
essential element to the body that we cannot live without. Founded in 2016 by Tzarini Meyler the company puts the 
unheard characters of this world centre stage, to tell the tales untold. Whilst beginning with a script we change and 
move with the flow of the performers, physicality being a major aspect of our work. Our shows are visually engaging 
— juxtaposing glamour with grime, rural with industrial and past with present. Working with visual and sound artists, 
out shows ate a sensory experience. Life is never only one thing — we want our shows to find the sadness in beauty, 
and the joy in disorder. LipZinc was born kicking and screaming and she’s here to stay. 

Contact: https://www.lipzinctheatre.com/ 
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conceived. ‘Lip’ meaning the opening of the mouth, where words and feelings escape and let 
loose. ‘Zinc’ meaning the essential element to the body that we cannot live without. The shows 
will be vital and thirst-quenching. They will be volcanic. Diverse. Momentous. LipZinc was born 


kicking and screaming and she’s here to stay. 


She is invading with a theatrical revolution. I urge you to join and take action 
immediately. Go forth into the countryside with your plays! Dance through marginalised areas! 


Sing in a supermarket! Put a clown show on in a primary school! 


To hell with cheaping out — let’s put the story first! Big casts, fabulous costumes, 
whatever your heart desires. Let me tell you: it zs possible. Here are the rules for the LipZinc way 


of life: 


1. Taboos. Show them. Explore them. Break them. No mote sticking to the safe option. 
Let’ s tell the tales untold. 

2. Treat your show as a sensory experience. No dull moments allowed. This means strong 
visuals, unusual sound effects and electric writing. If your audience do not feel 
something, you have failed. 

3. Capitalise on what theatre has to offer. What makes it better than film? It is temporary 
and exclusive. You have to be there in the moment. It is never the same. So, do 
something film can’t do! Interact with your crowd. LIVE. Make them part of the show. 
Keep it fast paced, exciting, and most importantly: unexpected. 

4, Bring your work to a larger demographic. Put a show on in a council house. Perform in a 
field, a church, wherever your crowd is — go to them. Don’t wait for them to come to 
you. 

5. Start with the heart. No relying on “topical issues” to get attention. If it does not speak to 


you, it will show in your work. Put the story first. 


And there you are: five basic rules for a LipZinc-style theatrical revolution. Follow these 


and you will create an important, vital and unique experience. 
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Cristian Izzo 
Direttore artistico de “Ul luogo in buio”, Italia’ 


KKK 








* Cristian Izzo é attore, regista e autore teatrale. Con U/timo primo giorno di Re Ferdinando VIII vince il premio come 
miglior spettacolo e miglior attore all’ “International Vreme Theatre Festival” di Vratsa, Bulgaria. Il suo progetto 
Delimpossibilita di dire che Rosencrantz ¢ Guildenstern sono morti si afferma come miglior proposta performativa europea, 
tra le sessantasei giunte alla “Janacek International Academy of Music and Performing Art” di Brno, in Repubblica 
Ceca, che decide di produrlo — la performance debutta al “Sitko Festival” e tocca tutte le citta pit importanti del 
paese, lungo un tour che dura tutto il mese di Giugno 2016. Lo stesso lavoro viene poi condotto in tour in Romania, 
Bulgaria, Finlandia. Vince il premio come miglior attore e miglior spettacolo anche all’Apollo International Theatre 
Festival, di Alba Iulia, in Romania, si esibisce al “Museul Unirii” e riceve la proposta di incarico come docente di 
teatro alla Casa de la cultura et studentilor di Alba Iulia, dove tiene dei seminari in Novembre 2016. Viene contattato 
dal Dipartimento della Cultura di Kankanpaa, in Finlandia, per tenere un workshop ed aprite con la performance 
Asscesa é caduta d’un D'lo il festival “Ramppikkume’”’, dal 16 al 24 Aprile 2017: in quella occasione presenta, presso la 
“SAMK — University of Applied Science and Arts”, il libriccino di intenti estetico-filosofico-teatrali I/ corpo, lo spazio, il 
suono: il tutto; contestualmente tiene un workshop per gli studenti dell’Universita. Partecipa alla diciottesima edizione 
dello “Shakespeare International Theatre Festival” di Tournon sur Rhone, in Francia, tenendo un workshop su 
Hamlet e portando in scena, presso l’““Espace Charles Trenet’, il suo lavoro Dell’impossibilita. Con la “Trupa Skepsis” 
di Alba Iulia comincia una collaborazione stabile. 


Fotografie di Carmen Orazzo e Luca Longobardi. 
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I/ corpo 
E servirsi del corpo, per disfarsi del corpo. 

In questo senso il corpo non é pit usato come strumento espressivo, sulla scia delle 
avanguardie teatrali che se ne attribuirono la “scoperta”’: non c’é piu una scoperta del corpo e non 
puo esserci, dato che € gia avvenuta, gia stata indagata e soprattutto dato che non si ha un corpo, 
ma si € un corpo. 

In questo “si € un corpo”, il mio pensiero va al corpo che io sono: un corpo non bello da 
vedere, non bene proporzionato, non tonico e non elastico, non agile. In sostanza si potrebbe 
dire non atletico, considerando questo atletico come aggettivo indicante la gamma di possibilita 
che io corpo possiedo, che mi appartengono, di cui sono capace. Nella ri-scoperta di 
ur individualita ormai perduta nel Mare Magnum della ricerca di massa, pervenente a questo o 
quest’altro modello di corpo e di movimento corporeo “bello” o “armonico”’, servirsi della 
disarmonia, della plateale in-eleganza frenetica delle mie forme, per ticomporre una idea di 
scoperta e indagine del corpo, come indagine e scoperta di sé nello spazio. 

In questo senso, nel mio modo di servirmi di me corpo, la disarmonia si fa solo segnale, 
monito perenne del disfacimento, del postumo, del corpo disarticolato, del corpo oltre il corpo, 
del corpo manifesto visibile di quanto di deforme, spropositato ed invisibile c’é nel movente di 
quel muoversi frenetico. In questo, € piuttosto chiaro, il corpo, adducendosi il ruolo di traccia 
rilevabile di quanto non puo essere rilevato, non fa che inevitabilmente opporsi alla 
manifestazione di questo, affermando inconsapevolmente ed inconsultamente la sua presenza, la 
sua tangibilita. 

Ecco che, laddove per tutta la ricerca interessante il corpo esso € sempre stato considerato 
ed “usato” come strumento, quindi come estensore di potenzialita, qui il corpo muta la sua 
condizione in quella di limite. Limite mastodontico alla non tangibile onnipotenza energetica della 
volonta di potenza (come per Nietzsche era la volonta). Il corpo come limite, in quanto portatore 
di una volonta, di un talento, di un interventismo sterile che non fa che prevenire qualsiasi 
possibilita d’avvento — a favore della produzione di un evento. 

E dunque? Bisogna sottrarsi alla tirannia del corpo e della sua forza fisica, della sua 
potenza, delle sue molteplici capacita di esecuzione, per far fuori, disfarsi dell’accadimento 
spicciolo, del volgare moto a-da-per-in luogo: sottrarsi alla arrogante violenza dell’Io: al corpo 
squalificato nei rapporti di genere della societa di massa, in quanto sottratto alla sua (di nuovo) 


individualita (Pasolini docet). Un corpo che diventi volto — ossia inestinguibile dimostrazione di 
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alterita ed unicita. Questa sottrazione (quella del corpo) avviene tramite addizione: 
sovrapponendo freneticamente immagine su immagine, togliendo di continuo punti di 
riferimento sia all’organismo moventesi, sia all’occhio che lo individua. Sovrapponendo 
freneticamente (ancora) fatica su fatica, diseregando e dissolvendo il movimento nello sforzo 
continuo e in aumento: e con il movimento il corpo che lo compie, nell’attivita di battersi 
al’ultimo sangue affinché l’intestimoniabile verita intima sortisca fuori nell’impossibile sforzo di 
liberarsi della materia e divenire immateriali. 

Non si deve desiderare altro, durante lo stare in scena, che sparire, ascendere, sollevarsi 
dal suolo: pensiero che diviene obbligatorio e dominante una volta fiaccato e sfinito il corpo nel 
vortice insensato dell’azione vana nello spazio: una vera e propria crocifissione, in favore di una 
nuova nascita, di un altrove impossibile. Uno uscire fuori dal corpo, attraverso il corpo: uscire 


fuori dallo spazio, attraverso lo spazio, uscire dal teatro attraverso il teatro, seguendo la lezione di 


Gilles Deleuze. 





Cristian Izzo 
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Lo spazio 
E di seguito, lo spazio: la concezione dello spazio. 

Il corpo che si dibatte tanto freneticamente (e stupidamente), che si agita, che cade e si 
solleva, agisce in uno spazio: lo fende con il gesto, lo fende con il moto, lo fende con il suono. 

Quale spazio? 

Se si concepisce, per una performance, uno spazio ideale, essa finira per essere vincolata, 
nella sua genesi, allo spazio predisposto: esempio principe é il palcoscenico, ma accade la stessa 
cosa, € evidente, per gli artisti di strada. L’ampiezza della strada, della piazza, del palcoscenico, la 
sua forma, la sua altezza inficeranno per forza di cose sulla conformazione dell’opera; c’é 
addirittura un elemento ancora piu vincolante ed inevitabile da considerare: il pubblico. La 
posizione e disposizione del pubblico, la visuale e visibilita, soprattutto nel teatro di strada, ma 
anche in un teatro concepito come de Berardinis auspicava, privo di separazioni tra palco e 
platea, tra pubblico ed artista (ovviamente idealmente e non architettonicamente), tutto cid trova 
nel pubblico e nella sua posizione (vicina o lontana, frontale o laterale) il piu grande vincolo ad un 
totale ed onnipotente prodursi nello spazio. 

Senza contare che legando tanto saldamente l’opera allo spazio, si finisce per dite che uno 
spazio sufficiente é€ necessario all’opera piu dello stesso artefice: questo dovrebbe ritenersi 
inaccettabile. 

E dunque immaginiamo il palcoscenico come una tela (mai parallelismo fu tanto utile 
quanto abusato) ed immaginiamo che un pittore vi stia dipingendo un capolavoro: se noi 
potessimo togliere a quel pittore la tela e il pennello e per effetto di una ipnosi lasciare che 
continui a compiere il gesto del dipingere quel capolavoro nel vuoto, quel gesto é gia, di per sé, 
atte: il capolavoro, in quel momento, é lui; Popera non é che la traccia residua di quel prodursi. 

Sempre restando alla pittura, pensiamo ai graffi di Fontana: proviamo a figurarci di 
sottrarre loro la tela; il graffio, lo sfregio, il gesto artistico non resta? Sicché quello che é 
importante é il produrre un vuoto, un graffio; é aprire una falla nel linguaggio; di piu, ¢ occuparsi 
di un linguageio che é soltanto falle, buchi, squarci su altre possibilita. 

In questo senso, lo spazio non é la tela, lo spazio é il graffio. 

Tornando al teatro, lo spazio non é€ dove I’artefice agisce, dove il corpo si muove, dove 
Popera accade: lo spazio é l’artefice, lo spazio é il corpo, lo spazio € Popera che si fa tutt’uno con 


Partefice, con il corpo (intendendo con corpo anche il suono). Lo spazio € interno: io mi muovo 
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dentro il me corpo, dentro il me artefice, dentro il me opera: ed in quanto interno, lo spazio é 
Puniverso. 

Questo significa ridurre tutto quanto all’attore, al suo mondo interiore ed elevare l’attore a 
poeta: significa disfarsi del superfluo, significa annientare qualsiasi definizione di spazio, onde 
realizzare un’opera che possa accadere in una scatola, come in un teatro lirico: un’opera che 
risponda soltanto all’urgenza dello spazio interno e sia per questo sempre altra, irripetibile, 
sempre in scena e dunque mai in scena. 

Crolla cosi, anzi sarebbe meglio dire implode, termine che ci riporta alla concezione di 
“universo” e “buco nero”, qualsiasi separazione tra il corpo moventesi e lo spazio, tra il corpo e 
gli altri corpi; tra il corpo e il movimento stesso, non piu funzionale all’espressione, quindi 
esteriore, ma manifestazione biologica di un’urgenza insopprimibile. In questo senso avviene un 
cambiamento reale e sostanziale nelle telazioni: al sentimento combattente erotico, si sostituisce 
la contemplazione estatica del miracolo divenente, non piu mio (dell’artefice), non pit loro (del 
pubblico), ma altrui-altrove. 

E addirittura una totale sospensione di qualsivoglia situazione, reale e immaginaria: una 
totale sospensione delle relazioni; di tutte le relazioni possibili. 

Ecco, se la scoperta del corpo-strumento aveva portato alla genesi di un teatro cosiddetto 
“di relazione”’, il disfacimento del concetto di corpo, la sua connotazione di “limite”, conduce alla 
sebeloue (ol uc Nano Mel BRGLVAloselon 

Ad un teatro che é distanza tra sé e sé stessi finanche, che é deserto, che é abisso. 

E in un’era in cui la socialita € tanto abusata quanto pervertita, in cui la sfera delle attivita 
e della vita riguardante il sociale, l’altruismo, il volontariato, il culturale € super-inflazionata e 
sfruttata, ridotta cioé al servizio di un personalissimo interesse (su tutti il riconoscimento 
pubblico), sottrarsi al linguageio capitalistico della produttivita e del profitto anche e soprattutto 
nelle relazioni che si intessono sembra essere unica vera presa di posizione politica possibile. 

Recuperare, attraverso il disfacimento del concetto di corpo e con il concetto di corpo 
quello di “Io”, Pindividuo. L’individuo unicum non appartenente a nessuna categoria o genere: a 
nessuna scuola, a nessun gruppo, a nessuna etichetta. Non qualificabile come corpo modellato al 
compiacimento dei canoni sociali: ma come manifesta deformita unica, non piu come cellula, 
come organismo e sistema, introiettando qualsiasi modifica, qualsiasi codice, qualsiasi rtvoluzione. 
L’universo é una parte dell’individuo, ma Vindividuo, oggi, é squalificato, scomparso, fatto fuori 


da qualsiasi dinamica della societa di massa. 
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solo dopo un processo profondo di presa di coscienza, non di sé “Io”, non di sé “corpo”’(non 
solo), ma di sé “pluriverso”’, puo responsabilmente porsi in una sincera relazione sociale. 

Un pluriverso (quello dell’individuo), polifonico e polivisivo, partendo dalla lezione gia 
assunta che il suono é immagine e immagine é suono. E se é chiaro che immagine é suono ed il 
suono € immagine, é¢ infinitamente piu chiaro che il corpo € suono ed il suono € corpo: ma 
avendo precedentemente detto che il corpo non € corpo, che il corpo é lo spazio, che il corpo é 
Puntverso in cui muoversi, viaggiare, si arriva alla deduzione che il suono é lo spazio. 

Ed é€ ancora una volta un elevare a minore: un ridurre tutto ad uno; é, nell’epoca delle 
etichette e delle definizioni finanche infinitesimali, perfino nello stesso campo d’intervento, nella 


stessa materia, un tornare al tutto fuso, al Pan, al Big Bang, al Chaos. 


A quello che c’era da prima del tempo. 
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T/ suono 
Dunque, il suono come spazio. 

Quando si parla del suono, non bisogna pensare immediatamente all’emissione di suono, 
che é, pur restando la parte predominante della sfera sonora sulla scena, appunto solo una parte 
del suono che viene prodotto da un attore o performer: i passi sul palcoscenico, le mani che 
toccano se stesse o la materia, l’aria che si fende durante il movimento, finanche, producono 
suono. 

Ora, dimenticando tutta questa parte del suono, come spesso in teatro € stata dimenticata, 
oO nascosta, o tenuta come appendice inevitabile del movimento, che volendo potremmo definire 
collaterale, non si fa che affidare tutta la responsabilita della produzione di suono, alla emissione 
vocale. Non si fa che, ancora una volta, amputare il tutto, il Pan, la totalita, il pluriverso, a favore 
di ur’univocita che é per ’appunto monca e parziale, o finanche piatta e monotona. 

Una pluralita, che gia € contenuta (o deve essere contenuta) nella vocalita e nella 
emissione di suono del performer, per permettergli ’onnipotenza che lo pone al di sopra dei 
ruoli, dei personaggi, delle maschere e dei tipi. Una pluralita fonetica che moltiplicandosi 
vorticosamente al di la da ogni legame o accostamento possibile col divenente in scena produca 
un altrove, riconduca non alla molteplicita dei personaggi, all’esaltazione di una capacita 
trasformista dell’attore, ma all’Uno che sta alla base: al principio del divenire, dell’avvento, 
dell’avvenimento. 

Ancora una volta al prima del tempo, all’ancestrale. 

La pluralita fonetico-vocale trova poi, incastonandosi con la parte sonora extra-vocale, la 
sua dimensione corporea, materiale, diviene carne: dunque diviene spazio. 

E la produzione di un habitat sonoro (come gia sperimentato in Dell’impossibilita, 
attraverso luso di tracce registrate in relazione alle quali agivo), maturata attraverso la coscienza 
che tutto il vivente cosmico é suono, finanche suono meramente interno all’organismo. Sicché, il 
corpo biologicamente é suono: la vita, biologicamente, é suono. 

E dunque si € valorizzata quella che € solo la punta dell’iceberg, la parte piu evidente e 
facilmente percepibile del suono prodotto e la si € posta in relazione in maniera cosi indissolubile 
e vicendevolmente influenzabile con lo spazio, il corpo e il movimento, in modo da ottenere un 
tutto fuso, che risponda solo a delle necessita globali dello spazio (quindi del corpo e del suono) e 


che quindi non concepisce piu un habitat sonoro (come non ne concepiva uno fisico) e un corpo 
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agentevi nella piu classica delle relazioni erotiche, ma il corpo stesso é Vorigine dell’habitat 
sonoro: il corpo stesso, in quanto spazio, é ’habitat sonoro. 

Ci st muove nel corpo e nei suoni prodotti dal corpo. Il respiro, Paffanno, 1 fiati, la 
tachicardia, il puntare dei piedi, il calpestio, la corsa, la stasi, Voscillazione, la caduta, 
Pinginocchiarsi, la resurrezione, il salto, il canto, il parlare, il tacere, il colpire, il colpirsi, il 
muovete le mani, il battere, il ruotare: tutto cid, quindi lo spazio; tutto cid, quindi il corpo; tutto 
cid, quindi il suono; tutto cid, quindi il tutto. 


Habitat sonoro, habitat fisico. Stiamo soltanto tornando a casa. 
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Bitch Collective Manifesto 
DADDY SMASHING IN DADDY-LAND 


Emma Varker C Bitch Collective, 
Europe | America | Canada | Australia | New Zealand 


2K KKK 


I was born into a lost generation. The religion of sex, beauty, money, power had destroyed all political sense of 
revolution. No hope. No longing for utopia. They told me to adapt. They told me to stop dreaming. They gagged 
me. They called me a witch when I spoke after years of silence. 

But | am not made in Daddy-land. 

My feminism is not for your living room, it resides inside your bathroom. Rumbling in your guts. 

Visceral, bleeding. My trauma bubble, burst with a needle. 

My body was a battlefield. 

I lost my belief when I scratched off my nail polish for the 1000” time. 

Call me dirty. 

My identity has 100 numbers. On the count of 100 — better run, or fight... 

I am a bitch. 

I reclaim those moments when you spit on me. 

I reclaim the way you abjected me. 

I am carnal, a sensual beast, a sex magician, a fighter for freedom. 

I bark... hiindisch. 

I refuse to swallow. 

I bite, but only if you slap me in the face, I become that littl Miststtick you wanna fuck. 

Ich bin deine Schlampe. 

* Bitch Collective is a performance art group. Bitch Collective was formed in late 2019 at a performance workshop 
the artists attended. The collective is made up of members from Europe, America, Canada, Australia and New 
Zealand. Bitch collective is not a female-only group: it includes members who identify as female and persons who 
identify sometimes as feminine or female. Members collaborate via social media platforms and through video 
performance. The collective also serves to critique the individual artists work and offer a shared and communal space 
to develop it. The collective explores issues of trauma, abjection, sexuality, grief and displacement. It decides to 


express this in the traditions of visceral action and post-porn works. Bitch collective is highly critical of institutions 
who try to usurp this work. Bitch collective offers strength to its members in all personal and artistic matters. 
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You can stroke my head, and I will tell you about paradise lost. 

I'm not a sell-yourself-one-woman-show. 

We are an army of bitches — mutants, cyborgs, weirdos, suicide lovers, villains and saints, loners and silent, gods 
and monsters and lost girls. 

We have our stories, our daddies, our wounds, our traumas. 

Our experiences know no borders, no gender, no race, no class. We've returned from the darkness. 
That one scar in the midst of our heart has made us dancing in endless glitches. 

None of us are made in Daddy-Iand. 

We are the bitch in a dog fight. 

We are not sterile, we are a driving pulse. 

We are a buzzsaw, a hammer. 

A\ saw toothed edge, ripping through flesh. 

We are born to lose, we are not a clique, we have no gatekeepers. 

Our gender is an energy that mutates and does not divide. 


A madonna, a howl, a guttural scream, a deviant, a whore, an ingénue. 


We believe in the sabotage of male academics in cheap suits and un-tucked shirts. We reject the 
hijacking of our work. We reject the gift-wrapping of our rage and our bodies into neat and 
manageable piles.’ We dismember the hierarchical structures of the art school and its archaic 
dogma. We reject any organisation that seeks to divide and conquer. We find solace in the fringe- 


academic and the punk-poet. 


The traditional academic art institution is the stage of a great un-learning. We see the 
traditional western models of pedagogy as exploitative and disempowering. The language of the 
professor, his demeanour and his constant abuse of power over our bodies render us no better 
than puppets. Our performance becomes a mirroring of the professors will, his rhetoric is 
identifiable in every action from our bodies. It is little more than the training of a dog to jump 


through hoops and salivate. 


' We are writing from a perspective of intersectional feminism. We identify as both non-binary and cis-gendered, white 
females as such, we recognise various shortcomings in our writing and employment of the term body. We do not wish 
to speak on and for, what is not our lived experience. We also recognise the privileged position we occupy and write 
from. 
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This separates our mind and body, we break pathways and retreat into ourselves. This 
makes us manageable and docile. We align ourselves with the facilitators of performance, the 
exchange and flow of knowledge and performance methodologies across culture, age, gender and 
experience. The loving, guided re-training of our bodies as tools. The switch-board operators 


who re-connect these lost pathways. 


Our performative actions will not be a plea for acceptance, or an audition. We will not 
place our urgency into a channel that flows beneath the weight of a tenured professors’ 
convictions. If you let him, he will first extricate the bitch: he will remove the fangs and cut off 
the head. We are removed violently from our performance bodies in the lecture theatre. It is a 
brutalism, it is the hard hand of daddy scolding us. We use our performances to hammer and 


daddy smash. 


Our femininity has been swallowed up by the institution again, its insidious nature shape- 
shifts and placates. It is ever changing to absorb our dissent. It is no longer the white haired 
didactic elder at the lectern, it is the thirty-something who is lighter on his feet. We are getting the 
rug pulled out from under us, our oppression, our rage, our trauma is not your ticket out of 


publish or perish. Our performance, our bodies are not your curatorial triumph. 


1. We demand the end to our involuntary prostitution in academia and academic institutions. 
Our bodies, our actions and our performances are not your peep-show. 
Do not try to fuck us. 


Do not remove our teeth because we will maul and disfigure. 


Ct 3s Se S 


We are hammers manufactured in esoteric factories and belted in training camps to daddysmash. 


2 It must be stated we refer to gender and femininity throughout this text. We understand these terms as not 
representative of a gender binary. The use of the word gender and femininity refer to all identities and modes of 
identification. 
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OC/CULTISM 


Our actions are a blasphemous shock, the jowissance of the money shot and the leather bound 
dominatrix. Our actions are not mired in cerebral ruins. Our actions bathe in the glow of a red 
light district, it is balkanisation in a tender embrace. Our collective is for the marginalised, the 
strange, the junkies, the drunks, the losers, the drop-outs, the cam-girls and the libertines. Here 


we find community it is a seed-bed we tend to with compassion and respect. 
The bitch collective is radical: 


Radical of tenderness? 
Radical of honesty 
Radical of compassion 
Radical of support 
Radical of words 
Radical of movements 
Radical of action 
Radical of reception 


Radical. 


Here in the liminality of our performance, of our collective; we define radical as a whole 
hearted leap into our urgencies. Knowing that we leap together, in performance and out. The 
bitch is a pack animal with no order. We have no alpha and omega, these structures serve to 
prevent action. The quest for affirmation is counter-productive it does not cut away to the centre 
of an action. It leaves us chasing our tails, we are not authentic when we do this. We are praying 


for recognition, we are not focused on our action we are modifying it, we ate trying to seduce. 


The bitch is not tied to judgement or a nature that is hostile or unkind to one another. 


We are not an impenetrable collective and we are not closed. We do not build walls around our 


3 Radical tenderness is a term and a manifesto developed by performance troupe La Pocha Nostra (LPN). Bitch collective 
was formed after workshop interventions by Guillermo Gomez-Pefia and Balitronica Gomez. This approach of 
radical tenderness remains an important principal for us. See, Dani d’Emilia, Radical Tenderness Manifesto (Published 
online: https: //drive.zoogle.com/file/d/1£5Kd91d2u-5F7iTbP£RSyNoHouQ VhsLc/view, accessed: 15/07/2020). 
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microcosm. We respect the others vulnerability and protect what the other gifts to us through 


performance and action. 


SIP, Comtcte-baYe Moyet dl oComs) oCorel CalcrnMoy ar-1 | mnvdalom et-huctse-lel Corl liioce etsy 

2. Weare soldiers for one another. 

3. We do not wage war with our audience, we invite them willingly as participants or 
voyeurs to our vulnerability, frailty, anger, trauma, sexuality, oppression, dismissal, all of 
what we ate. 


4. We reject the artist-ego. 


SCREEN QUEENING 


Performance exists in the in-between, the demarcations of practice are already long abolished. 
Performance does not only reside in the physical realm. It is communicated, mediatized,’ it is 
hyper-real. We do not exclusively deal in the currency of the authentic. We jam endless 


combinations set to the frenetic pace of a social-media exchange. 


We re-define liveness, we re-define action, we re-define the presence of the performance 
artist. We follow a logical trajectory in the ability to endlessly augment our realities online. Each 
performative action calls for a body not our own. We are an animal, an object, a subject, a bitch, 


a siren, a grotesque, an unholy clergyman. We are character actors. 


We do not covet the holy grail of a gallery show, we employ all media to express liveness 
and presence. All platforms are sites of performance and ritual. We do not dismiss the play, pause 
functionality of a video and a film. We believe in the liveness of the body contact and the liveness 


of the blue-light glow of the device. 


+ Here we cite the term mediatized a term borrowed from the theories of Phillip Auslander, et al. We understand the 
effects of media or a media platform effectively transmits the performance and the performative body, see: KRAMER 
S. (2015), Medium, Messenger, Transmission: An Approach to Media Philosophy, Amsterdam: Amsterdam University Press. 
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1. Performance is not restricted to the realm of the “traditional” live. 

2. We understand reality as already hyper-real and augmented. 

3. What we loose in the tangible senses we gain in new forms of language, communication and expression 
from the body mediated via the screen. 

4. We never loose the connection to the body in favour of the camera lens and the screen. We alvays begin 
and end inside of the body. 

5. We never seek to prioritise the technology, we translate the language, it is an addition to our mother 


tongue. 
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Perseverant Theatre 
Rules for a Post-Pandemic Digital Modus 


Abraham Benson-Goldberg 
Artistic Director at The Wirelings, Israel/ USA 


RK RK 


On February 9" 2020, I flew from Ben Gurion Airport to Chicago O’Hare (by way of Madrid- 
Barajas). I was to interview at the DePaul School of Theatre for a spot in their competitive MFA 
in Directing. On February 16" 2020, I flew onward to Seattle-Tacoma International airport. For 
two weeks, I cleared the library that my late father had amassed in his basement, and I wandered, 
alone, through the city. Rumors of the novel coronavirus were on every lip: it’s in China, it’s in 
South Kotea, it’s on a cruise ship trapped at dock off of the coast of Japan. It’s in southern 
California. Until suddenly, it was in King County. I went to the theatre. I saw site-specific 
interactive shows about the Romanoffs. I saw kitchen-sink dramas about the obligation of the 
generation who made this climate mess to fix it. I saw restoration comedies about the ways in 
which men and women approach romance and masquerade. No theatre was full. I went to parties 
and bars where the theme was bodies or skin or sex or manliness or leather. No square-inch of 
the dance-floor was empty. On March 2", I boarded a plane for London. I had a 10 hour layover. 
I flew on to Tel Aviv. Upon my arrival, no one took my temperature. No one asked me where I 
had been. I went back to my home. Two days later, the theatres were closed: in Chicago, in 
Seattle, in Tel Aviv. We were asked to stay home. We were told to stay home. Two weeks later, 
the bars were closed. 

November 2019 heralded the rise of a new virus, an epidemic centered on Wuhan, China. 
March 2020 heralded the failure of the West to adequately prepare itself to control, mitigate, and 
act in the face of this virus. That is, we have been forced to react: we have been held under 
curfew, quarantine, lockdown, shelter-in-place, stay-at-home. We have become afraid of everyone 


who surrounds us. We have locked the doors of the theaters: we are unwilling to gather in large 


* Abraham Benson-Goldberg is a director, educator and general theatrical nuisance based outside of Tel Aviv, Israel. 
His artistic foci are site-specific/responsive processes (even when he’s producing inside of a traditional theatrical 
space), queering the classical canon, and non-conventional TYA. He is the founder and producing artistic director of 
The Wirelings, a digitally native theater ensemble born out of the writing of this manifesto. 
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numbers in confined spaces. We are unsure of the value of seeing a story that is told to us live. In 


otder to reclaim that value, to reclaim that relevance, the theatrical mode must shift. 


1. A theatrical performance is ephemeral. A theatrical performance must be able to be 
perceived as unique, as different, as special to each progressive audience and audience 
member. A recording of a play is not the play: it is documentation for research. 

2. A theatrical performance needs to have value for the audience. It is not enough to 
tell a nice story. A theatrical performance needs to engage in the reality of the world of 
the audience. It must serve the audience: educate about, provide comfort, interrogate, or 
reify a current and compelling social narrative. There is an essential question that is being 
asked. It is not necessary to find an answer. 

3. A theatrical performance is an encounter. A theatrical performance must be able to 
facilitate a meaningful and real encounter between performers and audience. Heckling is 
not encouraged, but is always possible. All mics are on, all cameras are running. 

4. A theatrical performance must happen in real-time. There may be pre-recorded 
effects. But the actual story and performance must happen in real-time, with real audience 
engagement. 

5, A theatrical performance is intimate. An ephemeral, real-time encounter is of no use 
when diluted. No more than 100 people in the space. The performers and the audience 
must be able to feel like they could truly engage one another. 

6. A theatrical performance is based on a prepared text. A text is not, per se, a script, 
but it is a known quantity to the performers, with a clear story. It must be able to be 
known or recognized by the audience. The text must exist in some tangible form. 

7. A theatrical performance must be able to be reconstructed. The work must leave 
behind tangible, viable and clear archival material to allow later practitioners and scholars 
the opportunity to reconstruct the performance, either to remount or to gain a more 
complete understanding of the essential questions behind the piece. 

8. A theatrical performance is focused on the story told, and on those telling the 
story. Gimmicks and design that interfere with the direct line between performer and 


audience ate to be avoided. 
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9. A theatrical performance should be paid for by the audience. The work of the 
performers is real and needs recompense. If there are donors, they are not to interfere in 
the work of the theatrical performances. 

10. A theatrical performance is simultaneously irrelevant and critical. A theatre must 
act as if it can offer nothing and everything to the audience: the worth of the theatre is, 


after all, at once vast and useless. It’s only theatre 
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Motivation Manifesto 
for Creation and Expression 


Joshua Sailo 
Artistic Director at Sailoway, India’ 


2K KKK 


Dance is both a private endeavor as well as a collective enterprise. It is: 


e my defense mechanism. A way to feel okay with doing something while doing nothing. A 


practice that moves me forward, yet gets me nowhere. 
e a path that I am following. I may get off at any point. 
e an offering. 


e a tool, a medium, a guideline, an awareness of the body, the space within and a way to 


relate to the space without. 


e Mmine as well as yours. It grows in my personal practice and evolves when shared with 


others. 


e someone else’s work, an accumulated research, practice, legacy, vision, aesthetic, 


statement, and manifesto which has found its way into mine. 


Dance is an experience, whether in public or in private. The more private spaces are 
becoming public, and public spaces inaccessible, dance expression is a bridge of these 


experiences. My future dance expressions will: 


* Joshua Sailo is a choreographer, dancer and performing artsits. He investigates movement through a 
multidisciplinary lens, informed by improvisational studies and close collaboration with other artists, active 
exploration and discoveries made in Prime Movers workshops. A graduate of the School of Toronto Dance Theatre, 
Joshua has worked with various international artists including Blue Poet D.T., Cirque du Soleil, Martz Contemporary 
Dance Company, Mandeep Raikhy, Toronto Dance Theatre and Studio Wayne McGregor amongst others. He also 
holds an MA in Dance awarded for his practice-based research in gendered personification, and continues to deepen 
his choreographic investigation through the initiative Sailoway. Since its inception in 2018, Sailoway has collaborated 
with a diverse range of artists with performances in Cambodia, Canada, Malaysia, Hungary, Spain and across India. 
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e be immediate. A response to impulses as unfiltered as the thoughts, opinions and 
anecdotes that flood social media. 

e bring private matters into the public space, or open up private spaces for public scrutiny. 
I fully accept that the sanctity of privacy has been lost. So, my inner thoughts that get 
filtered, refined, torn down, changed, altered, reformed, edited, reworked, revived...will 
now be acted upon with immediacy. As quickly as in virtual spaces that are now the 
reality I inhabit. 

e interrogate the internal questions that I find myself in quarantine with, now that I am 
confined within my living quarters. 

e bea reflection of my introspection as I spend more time alone confronting my questions, 
impulses while tearing away the outer layer of those who have influenced me. 

e be autobiographical. My point of view and personal experiences are unique, and at the 


same time, a pandemic issue. 


The body is my primary medium. But I am not limited in the medium I choose to express 
these bodily experiences. 

This new form and format will be for me and for others. An exploration of the personal 
with the tools and knowledge I already possess, which will accumulate and evolve the more I 
understand this work, and strengthen my point of view. It is for others in that they are welcome 
to witness, experience, participate, engage, react, contribute, and comment. 

To the world that offered me no answers, I will stop raising questions. But my 


observations and experiences will find an expression. This expression: 


e does not wish or need to be understood. Simply observe it for the observation that it is, 
for the duration of [y]our fleeting and shortening attention span. 

e disregards the hierarchy of language, as if the ability to articulate it in words and language 
make it more accessible, important, or poignant. 

e is a champion of all the thoughts, ideas, feelings, sensation and experiences that have 
been betrayed or marginalized, rendered inexpressible by language. 

e isa liberator of those experiences, thoughts and ideas that can’t be written, talked about, 


ot translated into something else but its own impulse. 
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Thus, I carry on writing my thoughts and manifesto not with words, but an expression of 
bodily experiences, my inner workings, and the wisdom and subjective truth that lies within in a 
way I feel is appropriate for now, and that may be more useful in remembering how I was feeling 


and how I would want to express that movement. 
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Manifesto poetico 
dell’#emetismo 


Ismaele Rossi 
. . wok 
Anonima Berlin, Germania 


2K KKK 


Mhanno detto che faccio vomitare, quindi da oggi a buon diritto entro nella schiera dei poett 
emetici della lingua italiana. 

L’#emetismo sembra cosi, ma é una Corrente poetica di tutto rispetto; ¢ poesia carnale, 
interiore e profonda, che improvvisamente risale nell’io insieme al pasto, in un rigurgito catartico 
di senso, e di residui di bolo alimentare. 

E una Cortente poetica agrodolce, a tratti acida, che coglie con i suoi improvvisi 
malesseri, le sue colorature smunte, e i suoi toni gutturali, addirittura di pancia, ieratici, e conatici, 
certi tratti della vita, e li immortala in astratti disegni. 

I grandi temi vengono affrontati in maniera viscerale, ed esaustiva; i piccoli temi invece 
escono pit. spontaneamente, senza il travaglio interiore del poeta, che invece opera a modo di 
scossone, tra una pausa e Valtra della produzione di schizzi poetici di realta altrettanto emetiche 
della poesia stessa. 

L’#emetismo ¢é infatti una Corrente contagiosa, suscettibile di emulazioni pit o meno 
intense; la Corrente in sé €, come detto, molto potente, ma se chiudevi la porta, e non lasciavi 


spifferi, vedevi che oggi parlavamo di altro. 


*“Ismaele Rossi € scrittore, poeta, stand-up comedian. E autore di monologhi comico-satitici e di racconti surreali e 
fea coyurcyel ates YW ost mes GoMe-Tevelar-Wl of ol beCe Mem coyeCer-Txe)nee(-] Meco) i ciuehyen-tackyulcomavetoverterWeloalten 
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Ode all’orifizio anale 


Tu che dai nel profondo di me, 

mio piu negro buco venerabile, 

tanto lontano e nascosto, segreto; 

da sott’insu artefice e custode di gioie e sogni 

e ombrosi pensieri. 

Tu che di me preservi 
IasroaV7-Welelcosalncratloyl(cmelclmulbsbncmelo ibaaeseleloy 

tu che assapori la sintesi della vita, 

fe oscorstolromelexell (oer me [e(ajnomeoyen}e)ile-tremestelresce 
tu che conosci l’insonne sforzo della carne 

da te sale la stilla del mio procedere. 

Non sei, e non satai mai la bruta antitesi della bocca, 
tu che altre corde suonate sai, 

perché tu sei la quotidiana porta del mistero, 
alla fine delle cose, 

la risposta concreta e puntuale 

a che cos’é tutto ’sto fate e disfare e rifate, 

Tu! 

trastullo propenso ai giochi, 

rao) (ofoms noLcie-beoye-Melell (om aateie- ble sien 

dispensatore magistrale del prodotto interno umano lordo, 


anche se non converrebbe t’apri. 


80 





Ismaele Rossi 





Manifesto poetico dell’#emetismo 





ay 


\ Aalge or APS July-December 2020 81 
basecston Marat Cam LSE ICKB OR Vol. VI, Issue 2 
ISSN: 2284-3310 


Up To Now And From Now On: 
A Manifesto 


Heidi Seibt / C. P. Seibt 
Creators of Our Now Story, Greece’ 


2K KKK 


ENGLISH 


INO G 

More than 7.6 billion people inhabit the earth today, and many are better off than ever. 
However, some are not. We can do so many things better than ever before, but some we still 
can’t. 

One of the biggest issues is being surrounded by strangers everywhere. This problem is 
getting mote severe every day by the minute. All migrants and refugees combined make up more 
than the original people living in the USA. (Imagine if all US citizens today would decide to leave 
their homeland and go somewhere else.) 


Astonishing? Yes. 


THE NON-EXISTING PROBLEM: WANDERING 
The problem of a wandering mankind does not exist as we imagine it. Because, in reality, 


it’s not a problem, but a source: The decisive source of out life, and our good survival. 


“ Heidi and C.P. Seibt are artists based in Paros, Greece. As stated in C.P. Seibt’s website: “Painting is my earliest 
memory of my second year. Now I am eighty-five and I continue working daily and intensively. I lived in different 
countries of several continents and in different cultures. By biographic coincidences, the combination of different 
talents, interests and chances I worked in various projects, in different areas of life. The center is always my creative 
work as an artist. I develop my awareness, understanding and doing. Usual learning, usual institutes, usual teachers 
have been always not a fit for me. For all techniques, knowledges and abilities I found in each case the optimal 
teachers and institutions. I learned most by the pictures of all the great painters before me and by my constant 
intensive working. Off about 1986 I gave up most of my technical skills, methods, effects and my work became 
autonomously, relevant, singular. I found always sequences in simultaneous motions, directions (or they discovered 
myself, of course) to my own transreal work. My topics, my projects, my painting develops permanently. My attitude 
is constant: I do not arrive, I continue. I do not create a rigid brand label. I am responsible for my work, but neither 
their constructor nor controller, but part of these developing processes. And I work incessantly. [...]”. Contact: 
https://www.ournowstory.net | https://www.cpseibt.com 
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FIVE MILLION YEARS 

We have been on the road for millions of years now. At first, it was only a few, then it 
became more and more, and we went everywhere. Then whole groups of people migrated; over 
and over again. 

And when they arrived at new places, they brought new ideas, new questions, different 
answers, strange, unknown things, gifts... and challenges? Exactly: what the population was used 
to up until that point was suddenly challenged. Fortunately, this led to the disappearance of some 
unattractive habits, while some new habits were difficult to understand, and therefore changed. 
Did it lead to confusion? Challenges? Murmurings? Oh yes, you bet! All of this means that 


mankind is very much alive, fortunately. 


EVOLUTION 
So, just like that, we have renewed ourselves, again and again, and that is how we 
survived. We further developed what we already knew, what we can do, and what we can create. 
Many of our natural habits want to stay with us, even the ones that aren’t so great. 
Sometimes we are wrapped up in them, like being in a cocoon. Then we no longer want anything 
to change. We think: No way. (Imagine what the caterpillar would miss if it refused to change... 


It would never be a butterfly.) 


CHANGE 

We no longer want the change to happen through moving, because we have lost our 
Great Story of moving. The individual person, as well as large groups of people, always needed a 
story to understand what life and survival means, and what it will become — where it will lead to 
in the future. Without the history, everyone would run in circles. However, with a great history to 
show for, everyone is on theit way to a rewarding horizon. Unfortunately this Great Story, 
proven for millions of years, is hidden today under a growing mass of statistics, assumptions, 


opinions, interpretations and lies, born out of fear. 


A STORY OF MANY 
We urgently need our Great Story today to understand what is happening — and what is 
about to happen. This story cannot be written by one or two people alone. We need many stories 


from all the 7.6 billion people out there. Let’s start now! 
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All the stories we tell each other become our common Great Story, and we have been 
able to do that for many, many years. Each story interweaves with the others until our Great 
Story of wandering emerges. Then our Great History envelops us like a mantle on our way to the 
horizon. 

Of course each individual story is important. With each one, your life begins to change, as 
well as that of others. Happiness, change, and a successful life will emerge in you, and through 
you, thanks to your story. 

And that will change everything. 


b40)6) 

For millions of years, we’ve sat down together, and told our stories. Suddenly someone 
tells a new story (maybe you), and then we'll go, and make the story come true. 

It’s possible. We have always done this, and will continue to do so successfully. 


Congrats and welcome! 


Fo: 

OUR CONTRIBUTION 

is the story of 365 days-plus: The Painting Log. Daily. Every day a painting is created; 
keeping in mind the many people who are either on their way, who have already arrived, or the 
many who have been here for a long time. 

Each painting can find a new owner, who then possesses and lives with it. Whoever lives 
with art is changing, and perhaps discovers something else, or something different. Maybe they'll 
find new answers, or new questions. Every new companion of art provides a chance for a fruitful 


change. Everyone can achieve it. 
10) 1 08 NOs | 


INO 

Jetzt sind wir mehr als 7.6 Milliarden Menschen. Vielen geht es besser als je. Manchen 
nicht. Vieles konnen wir besser als je. Manches nicht. 

Eines der grdssten Probleme sind die Fremden, tberall. Dieses Problem wird immer 


grdsset, taglich, sttindlich, minttlich. Alle Migranten und Flichtlinge sind mehr als Menschen in 
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den USA leben. (Stellen Sie sich vor, alle US-Burger wiirden sich heute entschliessen, ihre Heimat 
zu vetlassen und irgendwohin wandern). 


AWE Otell xele)(oseh 


DAS PROBLEM 
Genau das Problem der wandernden Menschheit existiert nicht. Weil es kein Problem ist, 


sondern eine Quelle, die entscheidende Quelle unseres Lebens. Unseres guten Uberlebens. 


FUNF MILLIONEN JAHRE 

Wir sind seit Millionen Jahren unterwegs. Erst gingen wenige, dann immer mehr, tberall 
ctor D-VolemuvlelelonccnmerreVZom 20) Comm benleolamvslaclam 

Und brachten, wenn sie an neuen Orten ankamen, neue Ideen, neue Fragen, andere 
Antworten, seltsam Unbekanntes, Geschenke. Und Herausforderungen? Genau: herausgefordert 
wurde, was die Residenten gewohnt waren. (Einige problematische Gewohnheiten verschwanden 
dadurch. Glicklicherweise. Einige neue Gewohnheiten waren nur schwierig zu verstehen und 


wandelten sich. Gliicklicherweise). 


EVOLUTION 

So, genau so, haben wir uns immer wieder erneuert. Und deshalb tberlebt. Und weiter 
entwickelt, was wit wissen, was wit kOnnen, was wit erschaffen. 

Doch vielen Gewohnheiten gefallt es bei uns, Dir, mir, so gut, dass sie bleiben wollen. 
Manchmal sind wir in unsere Gewohnheiten eingewickelt wie in einen Kokon. Dann wollen wir 
nicht mehr, dass sich etwas andert. Keine Chance. (Stell dir vor, was der Raupe entgeht, die sich 


nicht verpuppen will, den Wandel verweigert. Die wird nie ein Schmetterling). 


WANDEL 

Wir wollen den Wandel durch Wandern nicht mehr, weil wit unsere Grosse Geschichte 
unseres Wanderns verloren haben. 

IDYcrammtevetaale level lomml\y Ccolvolemmetate mmol (ommatol(soMm\y Corsliel alcreMAbly-leslen(oelmove-le(olelrosMeresleslommotele 
Geschichte, um zu verstehen, was jetzt Leben und Uberleben heisst und was werden soll — zu 
welchem Horizont wir unterwegs sind. Ohne Geschichte laufen alle im Kreis. Mit ihrer Grossen 


Geschichte sind alle unterwegs zu einem lohnenden Horizont. Und heute ist diese Millionen 
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Jahre bewahrte Geschichte verborgen unter einem taglich wachsenden Schutt von Statistiken, 
Zahlen, Meinungen, Interpretationen, Unverstandnis. (Und Lugen, die aus Angst geboren sind. 


Ja, leider). 


EINE GESCHICHTE AUS VIELEN 

Wir brauchen dringend unsere heutige Grosse Geschichte, um zu verstehen, was 
geschieht — und was geschehen soll. Diese Geschichte kann nicht einer schreiben oder zwei. Wir 
alle brauchen die vielen Geschichten von uns allen. (7,6 Milliarden werden es nicht so schnell 
werden; aber wir fangen jetzt mal an). 

Aus allen Geschichten, die wit uns erzahlen, wird unsere gemeinsame Grosse Geschichte. 
Das k6nnen wir schon lange. (Jede Geschichte verwebt sich mit den anderen, bis unsere Grosse 
Geschichte unseres Wanderns entsteht. Dann hillt uns unsere Grosse Geschichte ein wie ein 
Mantel auf unserem Weg zu unserem Horizont). Nattirlich ist jede individuelle Geschichte 
einzigartig wichtig. Mit jeder beginnt sich auch Ihr Leben zu wandeln. Und das der anderen. 
Glick, Wandel, gelungenes Leben entsteht in Ihnen und durch Sie, dank Ihrer Geschichte. 

Und das wird alles andern. 


DU 
Seit Millionen von Jahren setzen wit uns zusammen, erzahlen unsere Geschichten. Und 
plotzlich erzahlt jemand, Du, eine neue Geschichte. Und gehen wir los und machen die 


Geschichte waht. 


bf 

UNSER BEITRAG 

ist die Geschichte von 365 Tagen. Jeden Tag entsteht ein Bild mit der Prasenz der vielen, 
die Unterwegs sind, der vielen, die angekommen sind, der vielen, die schon da waren. Jedes Bild 
IKe-Fobeent ater ale etciu(cselmlY CcralxololoederstelooMime (crmmccMerbevell oLotieAmmbtele Maeliaxelleciorpalorelere Ms elci(oels oy! (ain (clolm 
Wer mit Kunst lebt, andert sich. Und sieht vielleicht anderes. Oder Bisheriges anders. Oder 
findet andere Antworten. Oder neue Fragen. Jeder neue Besitzer ist eine neue Chance fur den 


passenden, fruchtbaren Wandel. Jeder. 


Heidi Seibt / C. P. Seibt 
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ADDENDUM 
A small actual Manifesto we added a little time ago: 


We and the crisis 2020: 


It’s time to make a difference. 


Alone. Not lonesome. With art. 

We'll give you a painting as a present that you give away. 

To a person who is alone now, but who shouldn’t get lonely. 

Loneliness is a gloomy disease. You can play a vital role in keeping it from breaking out. 


It’s time to make a difference. We’re trying. Ps up to you now. Thank you. 


Heidi Seibt / C. P. Seibt 
Up To Now And From Now On: A Manifesto 
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Rule of Three Collective: A Manifesto 
TOGETHERNESS. PLAY. MATTER. 


Sinéad Brady / Caroline Galvis | Katie O’Byrne 
Rule of Three Collective, UK/Germany/ Ireland’ 
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* Rule of Three Collective was founded by Sinéad Brady, Caroline Galvis and Katie O’Byrne, who met while 
studying in Barcelona. Sinéad Brady is an actor, poet and writer from Coventry in the UK. Sinéad’s work explores 
identity and the power of language. Katie O’Byrne is an Irish theatre maker and performer from Dublin. Katie 
creates theatre that looks at the intersection of science and art. Caroline Galvis is a Berlin-based theatre maker and 
performer from Offenbach, Germany. Caro’s work explores theatre of place and the extension of theatical 
experiences through augmented reality. Together they devised their first project FREE EU ROAMING, which 
premiered at Dublin Fringe Festival 2018. This was followed by a two-week run at Bewley’s Cafe Theatre in 2019, 
after which they were invited to perform at the Residence of the German Embassy in Dublin. Rule of Three 
Collective’s theatrical work celebrates togetherness by playfully combining movement, poetry and text to create 
tangible human experiences. The three international theatre makers have recently reconnected in a Remote Nest 
Residency through Coventry-based theatre company Talking Birds to begin work on a new project. 

Contact: https://ruleofthreecollective.com 








Sinéad Brady / Caroline Galvis / Katie O’Byrne 
Rule of Three Collective: A Manifesto — TOGETHERNESS. PLAY. MATTER. 








Rule of Three Collective: A Manifesto 


TOGETHERNESS. PLAY.MATTER. 


PLAY 


We are three gas craic flap 
dragons 

We each bring different games 
We travel to create 

Splashing in the sea 

Sipping our morning coffees 
over Zoom 

We rewrite our stories 

Listening to the birds and the 
ferries sing 

Laughing on inflatable beds 

We share our worlds that 
overlap 

Country to country 

Human to human 


We uncover worlds within 
worlds 

Knocking doors 

Climbing fences 

Crossing streams barefoot 
Stepping into the unknown 
Unfinished 

We look for science in history 
And mystery in our 

day to day lives 

We find poetry in movement 

We transform material from text 
into tangible human experiences 


When our bodies and voices 
unite 

To sweat and roar 

We believe 

We process 

We release 

one 

zwei 

a tri, 


MATTER 


TOGETHERNESS 


Rule of Three believes in gatherings 
Of you and me 

Together 

Parties. celebrations and collective 
processing 

When we inhale a moment together 
In communitas 

Theatre to us is living 

An act of existing 

Where our heartbeats syne 


Collaboration is at the heart of our 
practice 

Through the fusion of artistic 
processes, backgrounds, nationalities 
belief systems and personal 
experiences we can produce 
something that is greater than the sum 
of its parts 

We work at the intersection of 
disciplines that explore our place in 
the universe through cross-pollination 
There is strength that comes with 
finding common ground al a time 
when there is so much to divide us 
Making international theatre for us is 
& holistic learning and sharing 
experience 


This experience extends further than 
ourselves 

We continuously work with talented 
emerging and experienced arts 
workers to broaden our artistic 
possibilities 

In order to make theatre we need 
assembly and dialogue with an 
audience. 


Our impulses oblige us to write, stage and embody stories we feel need to be told. We speak about matters 
that light the flames within us. We rewrite and rewire our histories and take the hidden out of obscurity, We 
confront issues in the collective unconscious and are not afraid to use them to create, We take the questions 
and conflicts we find in ourselves and others and devise our work based on them, We rip stereotypes into 
confetti. We look at themes and our common past, present and future through a feminist lens. We listen to the 
stories our grandfuthers, brothers, fathers and lovers have told us along the way. We do not claim to know it 
all, 


We question and dive into ideas of home and identity. Universal answers don't exist. We accept different 
convictions and incorporate them into our work, We expand the research that builds the foundation of our 
work und expose ourselves to what feels uncomfortable, We stand up for our political beliefs. We challenge 
the definitiveness of geographical and mind made borders. We keep on moving driven by an impregnable 
hope that the future will forever be unwritten, If we look back it is because our intention is to interrogate the 
past. We take the stories that are shared with us by others with love and respect for the reality they were 
experienced in. 


We examine our living spaces and closely study how our physicality changes in different moments, We take 
the seemingly insignificant moments and construct a world around them. We will take our shoes off when we 
enter somebody else's home. We consider ourselves as cartographers of the inner landscapes that emerge in 
Dublin, Offenbuch, Coventry, Berlin and London and reassemble these new found maps on stage. 

We will always find common ground, 
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“It’s all about money” 
(Photo Series and Manifesto, 2019) 


Helge H. Paulsen 
artpromotor.com Philosophie ¢ Photografie, Germany 
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Money is actually only a medium that accelerates trade and flows of goods. Money is a means to 
exchange. Today we find out everything with a price. There are economists who deal with the 
performance z. B. a bee to calculate. What is the price of pollinating flowers? These calculations 
are made to help governments understand the value of nature, which has no price per se. So, we 
translate the natural power of a tree, a bee into dollars, so that we understand that the ecosystem 
is not free, so it has a high value. In the spirit of Brecht, who said: We know the price of 
everything, but not its value. Here the principle is reversed, as prices manage to recognize the 


value of things. Money is powerful with the myth of being powerful, even omnipotent. 


If one considers money as a medium and underlies the McLuhanian thesis of cold and 
warm media, an assignment is not uninteresting. Money is, so to speak, a hot medium, because 
according to McLuhan, a hot medium is one that extends only one of the senses alone, but deep 
in the details. The hot medium demands less personal attachment from the audience. Money is 
neutral in itself and has a similar value worldwide. McLuhan further writes: “The medium of 
money, wheel, or writing, or any other form of specialized acceleration of exchange and 
information, leads to the fragmentation of the tribal organization.” (McLuhan, The Magic Channels, 
1968: p. 31) Money connects, so to speak not, but it separates people. Everyone cares about their 
money, evetyone tries to multiply it for the most part at the expense of others. What one gets, 
another loses, this is an existential condition of money. If this were not the case and everyone 
had as much money as they wanted, the money would be inflationary, it would only be paper and 
would have that value. It would have lost its myth of power and would therefore be worthless. 
The myth itself is also a medium. “For the myth is the complex, visionary form of a complex 


* Helge H. Paulsen is a curator, publicist, author and art photographer. He is also working as an art and photo 
theorist, holding a PhD in Social Sciences. Contact! 
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process that usually extends over a long period of time. The myth is the gathering or implosion 
of some process, and the instantaneous velocity of electricity transfers the measure of myth 
nowadays to everyday activities of industrial society. We live mythically, but continue to think 
atomically and levelled” (McLuhan, The Magic Channels, 1968: 33). This contradiction is 


characteristic of the modern age and what follows. 
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Art Bridge Connects 
Lyudmyla Honcharova 
University of Visual and Performing Arts in Colombo, Sri Lanka / 
NIA - Neoteric Institute of Acting, URraine 


Ela Castillo 
Independent artist 
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an 


aRT<= BRIDGE = CONNECTS 


“Lyudmyla Honcharova is a performer and a theatre-maker from Ukraine that works internationally and in different 
styles and genres. In her works, she strives to break boundaries and explores new forms and means of theatre 
expressiveness. She works and research at the University of Visual and Performing Arts in Colombo, Sri Lanka. Ela 
Castillo is an actor and screenwriter from the Dominican Republic and the United States of America. Ela attended 
over 10 schools in the U.S. alone, received an MA internationally, and served in the U.S. Air Force for 6 years. Her 
exposure to a variety of peoples and cultures led her to develop a strong belief in a common driving force within all 
people that she believes is often oppressed by societal expectations. While studying internationally, Ela developed a 
piece titled, Confessions of Dangerous Mind in which Lyudmyla Honcharova was a performer. The piece explored the 
self and human interactions. Since then, Ela and Lyudmyla have sought to free the self, the artist, and connect to that 
which truly matters. 





Lyudmyla Honcharova / Ela Castillo 
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ternational doormat af Compnara tive (fecatues erect Acts 


ant prince & connects 


The choice to make art i¢ The more art that ig made, It's an incredible process 
the choice to build a bridge the more that i¢ revealed outcide of the control of 
to yourself - and in turn - and mirrored back to anyone. It Cite own owner, 
to others! A bridge to ourselves. . 

3 ; much like life it¢ elf. 
humanity. 


When one understands that truly art becomes ite own reward. When one 
understands that truly 
we dont give ownership of our art to others. 


Tnstend We tet it be. Al of it. We QW, WHAT A MAGICAL PLACE TRAT 15. 
let it be. Without comparicon 
Without attaching value:. 


Amount-of-shares value 
A KABBITHOLE CONVERSATION 


THAT PRODUCES GEMS ALONG 
THE WAY. 





WHEN ONE 
UNDERSTANDS THAT, 


TRULY, AT BECOMES A [x 
CONVERSATION. A NEVER 9, 


ENDING CONVERSATION. 


$) 

Tronically, we cheapen art when we hope to get =) To gain approval from that teacher or 
mentor we look up to. We dilute ite potency. We make it dependendent on everyone elves opinion 
instead of trusting ite worth all on ite own. 
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Limitation of creativity = dependence of opinion and worshiping others. Admiration of others’ work 
leads to repetition. Copying! blocks new ways. New possibilities. New approach. It blocks the VOICE. 
It also puts the artist in a position of underestimation. 


Only Artists who have an open and pure mind for creation can ever hope to succeed. Truly succeed. 


We say NO to the IDOLS that 
make artists blind to their 
real self. 
Inspiration is not 


admiration, 
Admiration is a danger and 
causes harm to the artistic 
voice and its 
PREEDOM. 





There 
i¢ only one painkiller for articts. That’s to 


comparing and o self-doubt. 
Admire yourself. Listen to your inner elf. And 
you will gain Freedom. No BORDERS. 


Share your silly! Its 





Run like a wild horce in the 
wild Fields of your art. 


Tf you run ac a domestic horse, you will 
always face a fence. 


You might ctill have beautiful 
form but will be confined inside. Dont let 
others judge your beauty. YOUR art. 


It everyone to 


y 2, oe 


07 BRIDGE 


CONNECTS 


PS. 
Share it! And then let it go 
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El proceso de creacién como manifiesto 


Valentina Temussi | Sanna Towvanen / Oscar Valsecchi 
Directores artisticos de ToTum TeaTre, Espana’ 


sRKAK 


NUESTRO 
PROCESO 
DE 
CREACION 


acmalelecjaxomentsalbatejne) 


Experimentando sobre el propio cuerpo, actuando en una zona liminal entre diferentes 
formas de expresiones en la que todos los experimentos son posibles, se realiza una reflexion 


critica sobre lo individual y sobre lo social. 


Creemos y buscamos un acto creativo que sea un encuentro de diferentes disciplinas 


alrededor del teatro. 


*ToTum TeaTre esta formado por artistas de diferentes nacionalidades que encuentran su punto de unidn en un 
lenguaje escénico comin, el movimiento. Valentina Temussi se form6 en el Laboratorio de Arte Dramatico BarDeFe 
en Italia y se diplomo en la International School of Corporeal Mime de Londres, donde curso también el Programa 
de Postgrado en “Docencia y Direccion Teatral”. Fue miembro de la compafia Théatre de PAnge Fou y como actriz 
ha colaborado con diferentes teatros y festivales en diversas partes del mundo. Ha dirigido y actuado en conferencias 
y eventos sobre el mimo corporal dramatico. Desde 2001 es profesora de mimo y teatro en diversas escuelas y 
talleres eventuales. Actualmente trabaja como Movement Lecturer en el Institute of the Arts, Barcelona. Sanna 
Toivanen ha realizado estudios en artes escénicas en su pais de origen, Finlandia, y ha actuado en diferentes grupos 
de teatro antes de venir a Barcelona. Diplomada en Mimo Corporal Dramatico en el Centro MOVEO. Actualmente 
trabaja como actriz en Manes, de La Fura dels Baus, con Theatre4Schools, teatro infantil en inglés, y es miembro de 
ToTum TeaTre. En 2019, Sanna participo como artista residente en Make a Move (programa Creative Europe). 
Oscar Valsecchi se formo en l’Ecole Internationale de Mimodrame de Marcel Marceau en Paris. Diplomado por la 
International School of Corporeal Mime de Londres, cursé también el Programa de Postgrado en “Docencia y 
direccion teatral’”. Miembro de la companfia Théatre de PAnge Fou en Londres, dirigida por Steven Wasson y 
Corinne Soum, ha dado clases y talleres para varias entidades y escuelas. Se traslada a Barcelona en 2008 y ha 
trabajado en: E/ Arte de la Comedia ditigido por Lluis Homar y producido por el Teatro Nacional de Catalufia; Terra 
Baixa dirigido por Pau Mird; Laces de Bohemia dirigido por Lluis Homar en el Teatro Maria Guerrero de Madrid. 
Actualmente es miembro de la compafifa de circo “Capicua” y dirige el espectaculo Entredos, donde también actua. 
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Impulsamos las creaciones escénicas en un campo experimental y promovemos el 
encuentro, intercambio, colaboracién con otras formas de expresion artistica y las entidades 


telacionadas con las attes. 


Creemos y buscamos un acto creativo que sea un encuentro de diferentes disciplinas 


Pbnexe (ere Coyme(ol ner Texen 
Para el cumplimiento de estos fines se realizaran las siguientes acciones: 

1. Desarrollo de nuevas expresiones artisticas a través de la experimentacion y la fusidn de 
diferentes técnicas creativas que sean fruto de intercambios de diferentes géneros 
artisticos (cine, narracion de cuentos, teatro, pasacalles). 

2. Dar a conocer la obra de Etienne Decroux. Difundir y conservar su repertorio artistico 
para desarrollar su sistema creativo y las posibilidades en este de trabajar a un espectaculo 


siempre buscando la independencia del actor. 


3. Produccidn y ejecucion de eventos artisticos y culturales alternativos. 





Valentina Temussi / Sanna Toivanen / Oscar Valsecchi 
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